
‘3D Environment Lighting’ 
is our new 6-month tutorial 
series. Over the course 
of the next six months, 
this series will be detailing 
techniques on lighting 
an environment under 
a number of different 
conditions. Find out more 
about this new series inside! 
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Editorial 

Welcome to 3DCreative Issue 23. Last 
month, we saw the Tuc-Tuc tutorial series 
draw to a close with the finale in our eight- 
part series, which can only mean one thing 
this month... Yep, that’s right, we have 
another brand spanking new tutorial series 
lined up just for you, and it starts this very 
month! Flip to the back of this issue to find 
the first parts of our all new, Environment Lighting Tutorial series, which 
does exactly what it says on the tin! We must firstly apologise however, as 
unfortunately we aren’t able to bring you the Maya part of this series until 
the next issue, due to unforeseen set-backs for our Maya artist, but please 
don’t fret as we will have BOTH parts good and ready for you for next 
month’s issue! So all you Maya artists out there really won’t want to miss 
that double-wammy!! We also have another announcement regarding our 
Complete Guide to Lighting (Lightwave) series, which will now be featured 
in next month’s issue, too. As compensation for the delay with the next 
part of this series, Cesar is kindly giving you some free goodies, which are 
available for download on page 101, for you to play with until his return 
next month! We thank you for your patience this month and we hope you 
will stay tuned until normal service is resumed again next month! This 
month we also welcome back the popular feature in which we interrogate 
artists far and wide for their thoughts regarding questions that we at 
3DCreative would quite simply like to know the answers to. This month 
we asked them, “Do you think art is a gift that you inherit...?”. Turn to p46 
to find out what they said! We’d also like to thank those readers out there 
who have kindly written in over the last month with regards to last month’s 
‘Plea for Help’. It’s great to know that the support is growing out there, and 
we are glad that some of you who were perhaps tempted by free copies 
from friends, co-workers, or dodgy websites in the past, are now choosing 
to say “No!” to such temptations and support Zoo Publishing instead! We 
hope that more and more of you will realise that this is the only way to 
go if we all want to see 3DCreative survive; we can’t do it without your 
support, so our plea for help still stands: please do not illegally copy and 
redistribute this magazine. Thanks for taking the time to read this, and I 
hope you enjoy this month’s issue! 

Lynette, Zoo Publishing 
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Contributing artists 

Every month, many creatives and artists around the world contribute to 
3DCreative Magazine. Here, you can read all about them. If you would like 
to be a part of 3DCreative or 2DArtist Magazines, please contact: 

ben@zoopublishing.com 


3D Environment Lighting 

These wonderful people are responsible for 
creating our new 3D Environment Lighting 
Tutorial series for 3DS Max, Cinema 4D, 
Lightwave, Maya (coming next month!) & 
Softimage XSi. Most of them have been with us 
since the Joan of Arc series, and all worked on 
the highly popular Swordmaster Series... 





3dcreative 


Luciano 

lURINO 



Started back in 1994 
with 3DStudio on MS- 
Dos as a Modeller/ 

Texture artist. In 
2001 he co-founded 
PM Studios & still 

works there as Lead 3D Artist. Recently he has 
developed the videogame, ETROM - The Astral 
Essence. He also works freelance for different 
magazines, web-portals, GFX & videogame 
companies. He recently left the 3DS Max 
environment to move on to XSI. 
iuri@pmstudios.it 





ROMAN 
KESSLER 

Is a Freelance 3D 
Artist, in Germany. 

In ‘93 he made his 
1st 3D model, using 
a shareware 3D 
software for DOS that 
was very limited. He got addicted & started with 
Lightwave in ‘97. Since 2005 he has worked 
professionally as a Freelancer. He likes all 3D 
tasks equally, with little preference to modelling 
and texturing. Besides client-based work, he 
also works on personal animation projects. 
www.dough-cgi.de 


Niki 

Bartucci 

Is a freelance 3D 
Modeller, in 
Italy. She started 
working in the field of 
Computer Graphics in 
2000 as an Illustrator 
& Web Designer. In 2003, she started using 3D 
software such as C4D, & later 3DS Max. She 
has worked on ETROM - The Astral Essence, 
RPG video-game for PC, developed by PM 
Studios. She is currently working freelance & 
specialises in commercials. 
niki@pikoandniki.com - www.pikoandniki.com 


Giuseppe 
Guglieimucci 

Is a freelance 3D 
Modeller/Animator. 

He began using 
computers with the 
epoch of the vic20, 
& Cinema 4D was 
his first 3D software. He started working in 
the field of CG in 1999, in commercial design. 

In 2003, he worked on ETROM - The Astral 
Essence, RPG video-game for PC, developed 
by PMstudios. He currently hopes to work in the 
video-games industry & develop his own game. 
piko@pikoandniki.com - www.pikoandniki.com 




WOULD YOU LIKE TO CONTRIBUTE TO 
3DCREATIVE OR2DARTIST MAGAZINE? 

We are always looking for tutorial artists, gallery submissions, potential 
interviewees, Making Of writers, and more. For more information, send a 
link to your work here: warin@zoopublishing.com 
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HYUNOJUN 
KIM 
(AKAKJUN) 

Is a 3D Artist, in Seoul, 
Korea. He majored 
in painting at college, 
taught himself 3D 
in 1997, and then 
started working in the field of trailers. He became 
interested in game genre and ever since 2003 
has been working for a games company. He 
currently works at NC Soft as Art Director for an 
online game call “Aion”. 
http://www.kjun.org 
kjunorg@gmail.com 



ROMY 

tesei 


Is a 3D Freelance 
Artist, in Italy. He 
began studying CG in 
2000, and then started 
working freelance 
in 3D in 2004. His 
favourite software is 3DS Max and V-Ray. He 
currently works as a freelancer in Architectural 
Visualization, but hopes one day to be working 

in VFX. 

http://www.teseiromy.com 

info@teseiromy.com 



RAYMOND 
YANG 

Raymond Yang 
finished his Spatial 
Design degree at 
Auckland University 
of Technology, and 
moved to Melbourne 
to study a Multimedia Design Master degree 
at Monash University. He currently works at 
Krome Studios as an Environment Artist. His 
hobbies include drawing, scale car model kits, 
3D modelling, and he enjoys his weekends with 

his wife. 

bignanfer@hotmail.com 
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ANIS 

CITIS 


Is a 20 year-old 
student, currently 
studying Public 
Relations at university. 

He started doing 3D 
about 3 years ago with 
the freeware Anim8or, and then moved to 3DS 
Max 5. He later moved on to Max 7 and now 
uses the latest Max version, 9. He particularly 
loves the modelling process, and sees computer 
graphics as his hobby for the time being, 
although he’d like it to be his job one day, too. 
http://rooky.777hp.com - rOOky@inbox.lv 


Arthur 
Sacek 

Is a 3D Artist / Product 
Designer / Freelancer, 
in Sao Paulo, Brazil. 

He started working 
with 3D creating 
visualizations of school 
labs, and later got involved in other 3D projects, 
such as illustration, animation and games. Today, 
he works on a project for LEGO Education, where 
he’s developing different LEGO models and a 3D 
system, based on XSI, to create the step-by-steps 
for each model. arthursacek@yahoo.com.br 
http://br.geocities.com/arthursacek 


ROBIN 

Charley 

Is 27 years old, and 
lives in Jakarta, 
Indonesia. He has 
loved animation since 
a child, and enjoys 
traditional drawing 
and painting. He studied graphics at Trisaksi 
University and has since worked at Soraya 
Intercine Films, MD Entertainment. He also 
works on commercials, for TV programs, and for 
animated company profiles. He plans to build a 
3D Graphic & Animation studio in Jakarta. 
www.weitastudio.com - weitastudio@yahoo.com 


Cesar 

Alejandro 
Montero 

OROZCO 

Is a 3D Artist & 

Computer Engineer, 
in Zapopan, Jalisco, 

Mexico. He believes 
in the balance in life, and all of its aspects. He 
appreciates his health above anything else. His 
career goal is to tell compelling stories using CG 
in feature films. 

montero@archeidos.com 

www.archeidos.com 






WOULD YOU LIKE TO CONTRIBUTE TO 3DCREATIVE OR2DARTIST MAGAZINE? 

We are always looking for tutorial artists, gallery submissions, potential interviewees, Making Of writers, and more. For more information, send a link to 
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DIGITAL Art masters 


Pre-Order now! 

DIGITAL ART MASTERS 


VOLUME 2 


288 Page Preview Online! 
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DIGITAL ART— 


Features 58 of the finest digital 
2d and 3d artists working in 

THE INDUSRTY TODAY, FROM THE 

LIKES OF: 


Philip Straub 
Jonny Duddle 
Alessandro baldasseroni 

BENITA WINCKLER 
FRED BASTIDE 

James Busby 
Marek Denco 
Patrick Beaulieu 
Jonathan Simard 


BUY THE BOOK TO SEE JUST 
HOW THEY CREATE THEIR 
INCREDIBLE IMAGERY! 


HARDBACK 21.6CM X 27.9CM IN SIZE 


for more products in our range visit http://www.3dtotal.c6r^i/shop 


288 Full Colour premium paper pages 









My real passion is to have the chance 

TO WORK IN VEX AND GAMES." 
























Homy 

Tesei 


Hello and thanks for talking to us. How did you 
begin in 3D? 

I started studying CG in 2000 at a school in 
Milan. In the beginning, I worked as a developer 
with Macromedia Director, where I kept my 
passion for 3D. The result was that in 2004/06 
my passion lead to my first job! 

Your work is heavily architectural and 
visualization work. Now, is this the result of 
where you work in particular, or do you prefer 
the architectural side of 3D anyway? 

I’m working freelance right now, and in my 
town I work particularly on architectural and 
visualization projects. However, my real passion 
is to have the chance to work in VFX and 
games. 

What gives you the enthusiasm for creating 
photo-realistic renders? 

In the beginning I liked checking jobs on the 
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Internet for all the big artists, and I was inspired 
by them and given the enthusiasm to try and 
imitate their tasks. Their abilities pushed me 
to study to try and obtain good results from 
my own work. Even now, I still have that same 
enthusiasm for creating good work and always 
do my very best. 

Some of your work could be considered concept 
art. Do you like the design element of this? 

Yes, I’ve been working with an Italian designer 
for a long time now and I often realise some 
design elements with him, too. 

What does a regular day involve for you? 
Actually, my job takes up many hours of my 
day. I’m always trying to find the time that I need 
to realise my personal works and where I can 
dream and improve both myself and my work. 

But do you have any relaxing time or any 
hobbies? Any extreme sports? 

One of my biggest passions is music. I have 
played guitars ever since I was just fifteen years 
old, and have always had fun composing music 
and songs. In the past, I have always played 
sports; football, basketball, athletics... but in 
the last few years the only sport I have done is 
sitting on the chair in front of my computer! 
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Do you have many personal projects? 

I have some personal projects to keep working on, but time is just never 
enough. Professionally, I’m considering the possibility of working in a 
foreign country to learn and experience even more. 

Where in the world would you like to work, and why? 

I think that London is my favourite city because I once lived there for 
a while, and I’ve recently received some jobs offers from there but 
unfortunately, at the moment, I have been unable to accept them for 
personal reasons. Anyway, I really like travelling so any countries would 
be a good experience for my life and work! 






















Have you had a favourite project to date? If so, was it personal or 
commercial? 

I’m very close to all of my works, but I don’t think that I have yet realised 
my favourite project... 

What would be a dream project for you?. 

I’ve already written down that I would like to work on a short CG movie 
where I can mix my passion for both music and 3D. Simply trying to 
realise it would be a dream. 

















































Do you have one piece of advice for 
aspiring artists out the 


ROMY 


info@teseiromy. 






















\\X | VFS Student work by Julianna Kolakis 



JKow than aC^aittaig\ 


Whether you're just starting out or want to augment your skills. 
Animation & Visual Effects at Vancouver Film School will help 
your career take flight. 

THE PROGRAMS 

The focus of all our Animation & Visual Effects programs is on telling 
a story through movement: knowing howto animate life where there 
is none. Choose from 3D Animation & Visual Effects, Classical 
Animation, Digital Character Animation, and Houdini™ Certification. 

THE LEADER 

VFS's Animation & Visual Effects programs are led by industry 
veteran Larry Bafia, who was Animation Supervisor at 
PDI/Dreamworks and worked on hits like Antz and Mission 
Impossible II. 

THE PROCESS 

Under the guidance of instructors who are industry pioneers, you 
will work and learn in a studio setting (the "ant farm") and create 
a demo reel or film of your own, so when you graduate, you're 
ready to work in a production team and hit the ground running. 

THE RESULTS 

VFS Animation & Visual Effects graduates have worked on top films 
and TV series like Harry Potter: Order of the Phoenix, Happy Feet, 
Narnia, Ice Age: The Meltdown, Transformers, Lost, Ant Bully, 
Family Guy, and Battlestar Galactica. 


ANIMATION 

& VISUAL EFFECTS 


vfs.com/animationvfx 















“The worst critique I can get 

IS SOMEONE SAYING “ITS A GREAT 
MODEL, BUT IT DOESN'T LOOK E§T THE 
CHARACTER”. THAT ALWAYS STINGS! SO, 
ENEVERl START SCULPTING A MODEL 
IN ZBRUSH I’M A LITTLE NERVOU^ - 


BECAUSE T1TAT IS THE POINT TTLAT 
DETERMINES WHETHER OR NOT THE 
MODEL IS GOING TO LOOK RIGHT.” 






Hi Jeremy, can we have a brief introduction 
please - a bit about your history, current 
location and employment? 

I’ve been working as a digital artist for almost 
ten years now. My first gig was working at a 
studio in Toronto, then I went on to freelance 
as a colourist/digital painter. I got to work with 
some of my idols, like Chris Sotomayor and 
JD Smith. I’ve worked for nearly every major 
comic book publisher, including Marvel, DC, 
Image, Darkhorse, Devil’s Due, Moonstone 
books, MV Creations, and Games Workshop. 
I’ve been working in 3D for about the last six or 
seven years now, and most of my work is done 
with 3DS Max, ZBrush and Photoshop. Lately, 
I’ve been doing a lot of 3D illustration work, 





some concept art, matte painting, and a lot of 
cover work. I was also one of the very lucky 
artists that got to be on the ZBrush 3 Beta 
team! 


When you sum it up like that it sounds 
really intensive! Do you miss your old 2D 
days or do you look forward to the more 
technical 3D days ahead? 

There is something about that 
intensive 3D workflow that really 
appeals to me; I like that it gives 
me complete control over every 
detail in the image. But, I don’t 
know if I’ll ever switch to just one 
or the other, because I love doing 
2D work as well. Hopefully I’ll 
be lucky enough in my career 
to be able to do both! I think 
the recent advances in 
the technology, and the 











Because most of my work is for illustration, I always begin with a sketch. I 
start by scribbling out a few rough ideas in Photoshop; as soon as I have 
the image I am looking for, I’ll do a quick colour test to finalize exactly 
what I want the finished image to look like. Then, I trace over it with the 
pen tool and export that as an .ai file which can be imported into 3DS 
Max. I line up that vector image in the perspective viewport, lock the 
camera into position, and start assembling the scene. I’ve created several 
base models that serve as the starting point for most of my 3D work. The 
models are very low resolution, and have a simplistic edge flow that is 
easy to modify. If I’m creating a posed character, the first thing I will do 
is break apart the body at each of the joints, then position the limbs to 


astounding quality of work that is coming out of 
the film and videogame industries, clearly shows 
that 3D will be the way of the future -1 just hope 
there will always be a place for 2D art. 


I notice you use the popular Deviantart.com 
website to present your portfolio: http://jprart. 
deviantart.com/gallery. Do you find this has 
advantages/disadvantages over having a 
personal website of your own? 

Deviantart is fantastic! It’s perfect for any artist, 
because the page looks very professional and 
it’s easy to post your work. They also have an 
incredible community, and the fan interaction is 
great. 


Most of your 3D works state that you used 3DS 
Max, ZBrush and Photoshop. Can you tell us a 
bit about your working pipeline and how these 
packages work together? 


www.3dcfeativemag.cx)m 


page 16 


Issue 023 July 2007 














match the sketch, and using the bridge tool I re-connect all of the joints 
and export that mesh to be refined in ZBrush. The first thing I work on 
in ZBrush is the structure, and I make sure the anatomy is right before 
moving on to the detail pass. Once the high resolution details are finished 
I export a medium resolution .obj file with normal maps for the high res 
detail. With everything back in 3DS Max, I start adding the finishing 
touches like lighting and texturing. I usually texture my scene using 
camera mapping. I will paint specific texture maps for important things 
like skin and eyes, but for most other parts of the scene camera mapping 


works just fine. Now that all the technical work 
is out of the way, I render out a few passes and 
start putting everything together in Photoshop. 
After a little bit of tweaking I have a finished 
image that very closely resembles what I had 
drawn in the initial sketch. 


What are the advantages of using an .ai 
background to work from in your 3D scene, 
rather than the popular method of scanning and 
importing your sketch? 

There are a lot of benefits to using an .ai 
background. First of all, a vector image is easier 
to render in the viewport, and being resolution 
independent means that you’ll always be able 
to clearly see what you’re working on. The lines 
are always visible, even in a wireframe view, 
making it easy to layout topology without having 
to make your object semi-transparent. 
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How long does a typical piece, such as your 
latest Spider-Man image, take to complete? 

The Spider-Man image came together very 
quickly. It only took about 10-12 hours in total to 
create that model. A typical picture will normally 
take anywhere from a few days to a week - it 
just depends on how much work is involved. In 
general I can produce these kinds of images 
much faster than I could even a few months 


ago, because I am constantly trying to improve 
the quality of my art and produce the work 
faster! As the demands of production become 
greater - “high quality in less time” - it becomes 
more and more important for an artist to be able 
to keep up with that pace, and deliver work on 


How do you think the software you use could be 
improved to help your work? 

There are lots of things that I would like to 
see improved, like UV mapping and character 
rigging. But, I think the most important 
improvement would have to be asset 
management. Most 3D applications have 
their own unique ways of handling textures, 
materials, and importing/exporting files - it 
would be great if all these programs could work 
together. Even if the solution was something 
as simple as universal naming conventions 
and folder structure, which each program 
could understand to import and apply all the 
necessary materials/maps automatically. 
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Jeremy Roberts interview 


/ 


Why do you prefer to re-create existing 
characters with your renders? 

There is usually a lot of thought that goes into 
the decision. I try to take into account who 
the audience is going to be, and what kind of 
response that image would get. However, most 
of the character choice is just me - indulging my 
inner-fanboy. So, all of my work ends up being 
either superheroes, movie icons, or 80’s cartoon 
characters! On the one level, re-creating an 


existing character can be a lot of fun, but at the 
same time it is also very challenging. There is 
very little room for error when you’re creating an 
existing character, as everyone already knows 
what that character looks like, and if it’s not just 
right they’ll let you know! 

You mention the viewers will let you know 
if anything is not 100% spot on. Are there 
any particular aspects of re-creating existing 


characters that cause you the most headaches 
in this regard? 

The character likeness is always the most 
difficult part. Regardless of how much detail you 
put into your model, if it doesn’t look like the 
character it all falls apart. The worst critique I 
can get is someone saying “It’s a great model, 
but it doesn’t look like the character”. That 
always stings! So, whenever I start sculpting a 
model in ZBrush I’m a little nervous, because 
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that is the point that determines whether or not 
the modej is going to look right. It’s all in that 
first biTof work that fleshes out the structure of 
the model - its the quickest part of the process 
but it is by far the most important. 


If you could replace a part of your body with a 
cybernetic implant to help you with your work 
what would it be!? 

Well, I don’t think I’d go that far! But, I love my 
Cintiq and 3dconnexion Spaceball 5000! 


Thanks very much for talking to us, and good 


luck for the future 


JEREMY ROBERTS 


For more work by this artist please visit 


http://jprart.deviantart.com/gallery 


Or contact him at 


jpr001@gmail.com 


Interviewed by: Tom Greenway 








f^IntrcJSion: ,«4- f 

Michel Roger’s famous ‘Joan of Arc’ 
tutorial re-written for Maya by Taylor 
Kingston, Cinema 4D by Giuseppe 
Guglielmucci & Nikki Bartucci, 
Lightwave by Vojislav Milanovich and 
Softimage by Luciano lurino and 
3DCreative Magazine.com. 


If there has been one single tutorial 
that has educated and inspired more 
budding 3d artists than anything else, 
this complete step by step project by 
Michel’s must be it. The community 
is in debt to him. 


complete character creation 

Downloadable Tutorial EBook / / 


These 120 plus page, Downloadable PDF’s are 
designed for ease of use to help beginners and 
intermediate level of artist alike in the creation 
of a female character. The tutorial takes you 
through the process of modelling, texturing and 
mapping to finally adding bones. 

Chapter 1: Modeling of the Body 

- Body 

ChapteV 2 Modeling of the Head 

- Head, Ear & Assembly 
Chapter 3 Modeling of the Accessories 

- The Sword & Armour Legs 
Chapter Modeling of the Accessories 

-Armour Bust, Hair & Glove 
Modeling of the Accessories 
-Accessories & UVW Mapping 
Chaoter 6 UVW Mapping 

I Bword, Clothing, Armour & Body 
sxturing & Hair 
Eyes, Skin & Hair 
ones & Skinning 
Bases, Hierarchy & Skinning 


P 3dtot3/. com 

for more products in our range visit http://www.3dtotal.com/shop 






“I THINK THE BIGGEST 
CHARM OF MMORPG IS 
THAT WE CAN EXPERIENCE 
A WHOLE NEW WORLD 
THAT IS QUITE DIFFERENT 
FROM THE REAL WORLD." 


An artist responsible for 
the creation of a whole 


new world, K.jun takes 
time out from ‘playing 
God’ to have a chat with 











Hello K.jun, can you introduce yourself to our 
readers, please? 

Hello, I'm K.jun and I’m currently living in Korea. 

I work for a game publishing and developing 
company called NCsoft, which is best known 
as the developer of the Lineage series and 
Guild Wars. Working in the CG department, I 
mostly participate in trailer productions and 3D 
illustrations for promotional materials. Since last 
year, I have been working in game development 
as the Art Director for NCsoft’s next generation 
online game, Aion. 

You majored in painting at college, but gave it 
all up to focus on a career in 3D, and are now 
an Art Director at NCSOFT. Have you ever been 
tempted to go back to your roots and do some 
digital painting? 

I like challenges. I have encountered many 
challenges and am now confronted with the 
very attractive challenge of game development. 

I basically think that cinematics, games and 
illustration are pretty much the same thing; each 
has their unique limits and characteristics, but 
I think the fundamental basics behind them are 
the same. It’s the art, and that’s why I changed 
my major to painting from design. Whatever I 
do, I will have the desire for it, and later on I 
might just get back to where I began. 

Do you think these challenges help you in 
getting the best out of your work? 

Yes, it has been about ten years since I first 
started doing CG. Without all of the challenges 
that I have faced, I might have become bored 
with the work quite early on. I think it is these 
challenges that make the CG and artwork that I 
do more interesting. 
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K.JUN Interview 



3dcreative 




Can you tell us about a typical work day for you 
as an Art Director at NCSOFT? 

I am responsible for the whole part related to 
art for the Aion game. Aion is a large scale 
MMORPG game. This game needs a vast scale 
world, hundreds of character designs, objects 
that create thousands of environments, and tens 
of thousands of character motions and FX. I am 
in charge of this whole process and I will also 
be creating promotional illustrations and trailers 
for Aion. My day consists of numerous meetings 
and there are things that I need to check and 
confirm everyday. I also participate in the 
concept design work necessary for the project 
within the small time that I have. Public release 
for AION is not very far away, and I am very 
busy with it. However, I am very happy because 
I am working with so many wonderful artists. 


MMORPG seems to be the latest craze, 
especially with the hugely popular World of 
Warcraft and the new Lord of the Ring: Shadow 
of Angmar. Why do you think they have become 
so popular, and have you ever been tempted by 
any of them? 

I think the biggest charm of MMORPG is that 
we can experience a whole new world that is 
quite different from the real world. In the past, 
we have indirectly experienced other worlds 
through movies and novels. Nowadays, with 


these games, we can directly experience the 
new worlds as if we are actually living in them. 

It seems that hugely popular games present the 
users with an environment where they can get 
absorbed into the game world the most, and I 
believe that this is what interests them the most. 
Being as busy as I am nowadays, I don’t have 
time to play any of these games, but I used to 
enjoy World of Warcraft. 


From the small folds in a piece of cloth, to the 
amazing detail in a piece of armour, it looks like 
you spend a lot of time researching to get the 
right look for your images. On average, how 
long do you spend doing research for an image? 
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Yes, researching for data has become like a 
habit of mine ever since I first started doing CG. 
I don’t have a separate time for researching; 

I just collect data everyday whenever I see 
something. I have a separate computer for 
storing my data from the computer that I work 
on. I categorise the reference data and look 
them up whenever necessary. Planning at the 
beginning is very important for 3D illustration 
because it is difficult to make adjustments once 
the work is in progress. For the design, I first 
make a plan and look through my data folder; 
this way I can shorten the time spent wandering 
around for the right data and can instead spend 
more time imagining. 



Is creating this vast library something that 
works just for you, or would you suggest this 
to anyone that is starting out in a 3D/2D career 
path? 

We need to emphasise efficiency in our work. 
We have time limitations. Once you become 
a professional, it is demanded from 
you that you be able to reach 
your goals within the times 
given. Reference data is 
very helpful in working 
effectively. By 
categorising data 
and making it into 
your own library, 
your efficiency 
will be 


maximized. 






So when you’re not ‘playing God’, creating 
worlds for the online game, Aion, how do you 
spend your time away from the computer 
scene? 

I usually travel around or watch movies with my 
wife. When I am at home I watch a lot of movies, 
regardless of their genre. Movies are collections 
of imaginations that many people have worked 
hard on. I can get inspiration for my own work 
from movies. 




By the sounds of it, you are a movie fanatic. Which movies have inspired you the most, & why? 

I have been inspired mostly by Contact, Gladiator and Legends of the Fall. There have been a lot of 
CG movies recently, however, the reason that I have selected the above three movies is because 
they have all delicately described human beings. 

What has been the best piece of advice that you have ever been given? 

“Go a step further from the end of a 100 foot long pole, and a new world will show its face”. There 
was a similar story in Indiana Jones and the Last Crusade, when someone stepped forward from the 
edge of a giddy cliff, and transparent stepping-stones appeared. This means that when you suffer 
hardship you should go a step further, instead of cowering. I was encouraged greatly thanks to this 
great saying when I felt like I was standing on the edge. 
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Well it has been a pleasure talking with you, and 
we wish you all the best for the future. I do have 
one last question before we finish, though. Out 
of all your images which one do you think best 
reflects you as a person? 

I think the image titled “Hue” reflects my 
thoughts well. (I have no image that reflects me 
as a person, yet.) It is not because she is more 



detailed, but I think she best represents the 
human feelings and emotions that I wanted to 


Hyung-Jun Kim 
akakjun 

For more work by this artist please visit: 

http://www.kjun.org 
Or contact them at: 


kjunorg@gmail.com 


Interviewed by: Chris Perrins 
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; 'Together I think we 

CREATED A COMPELLING 
AND CTIARMING SPOT 
TH AT REALLY CAPTURES THE 
WONDERFUL CHARACTER « 
; .Of THE PRODUCT..." 
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Rg Newtons 

Animated ‘Fig Newtons’ star in spot from Draft 
FCB, Tight Productions’ Director Bruce Doward 
and A52... 




FIG NEWTONS Television Spot Entitled “Market.” 
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Rg Newtons 


ANIMATED FIG NEWTONS STAR IN SPOT FROM 
DRAFT FCB, TIGHT PRODUCTIONS' DIRECTOR 
BRUCE DOWAD AND A52 


More than 115 years after they were first 
introduced, Nabisco’s famous Fig Newtons have 
been brought to life for the very first time in a 
new broadcast television spot entitled “Market.” 
Created by advertising agency Draft FCB, 
director Bruce Dowad of Tight Productions, and 
the artists at Los Angeles visual effects design 
company A52, the new :30 spot debuted last 
week, and is set to continue airing in high-profile 
broadcast venues across the U.S. over the 
weeks ahead. 

The cinematic spot features animated Fig 
Newtons appearing in a live-action world, 
showing the cookies escaping cookie jars in 
homes and packages in grocery stores to march 
en masse to a country fruit market and settle 


into fruit baskets. Discovered there the next 
morning, the voice-over relates, “Fig Newtons: 
Packed with that real fruit taste, it’s the cookie 
that thinks it’s a fruit.” 

A52’s Andy Hall was the project’s visual effects 
and 3D supervisor. “As we learned through the 
agency’s creative team, over the long history 
of this brand, Fig Newton has never brought 
the cookies to life,” he said. “So, we worked 
closely with Bruce Dowad and the agency to 
capture the inner spirit of the cookie and to 
find interesting ways to bring them to life. This 
involved presenting them as endearing yet 
believable characters - and also heightening 
the spot’s sense of adventure and excitement 
as much as possible. For the duration of the 







commercial, we created the performances 
ranging from cookies escaping a cookie jar and 
embarking on a journey, to 3,000 marching 
down the country road returning to their home.” 

During pre-production, Hall and his colleagues 
worked with the director to design motion 
tests to show how the animated cookies could 
climb and jump. These tests were then used 
to design the live-action setup, creating a 
playground ideal for animating the spirited Fig 
Newtons. Hall, Lead Inferno Artist Raul Ortego, 
and A52’s Producer Sarah Haynes, then 
participated in the location shoots with Dowad 
and his crew, including director of photography 
Bojan Bazelli, whose more than two dozen 
feature film credits include “The Ring,” “Mr. and 
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Mrs. Smith” and New Line Cinema’s forthcoming 
“Hairspray The Movie.” During the production, 
A52’s team recorded lighting information for 
the CG elements along with camera lens and 
movement information. 

In A52’s studio, using Maya for modelling, 
animation and lighting, and Mental Ray for 
rendering, Hall worked closely with Bruce 
Dowad to really define the story through the 
performance of the Fig Newtons, supervising 
animation from shot to shot working with fellow 
staff artists Dan Guiterrez, Kirk Shintani, Paulo 
de Almada and Max Ulichney on animation, 
lighting and integration. “Additionally, Max built 
the model and texture of the Fig Newton,” said 
Haynes, ’’and Kirk built the transition to the end- 
tag, including the box model, texture, animation, 
lighting, shadows, etc.” After Raul composited 
all the CG elements into the live-action footage 
in Inferno, he then worked closely with the 
director to perfect the spot’s overall lighting and 
colour. 



/ 

/ 

WA 




“First and foremost,” Hall concluded, “I’m very 
proud to have had this opportunity to collaborate 
with Bruce Dowad and FCB. Together, I think 
we created a compelling and charming spot 
that really captures the wonderful character 
of the product using simple storytelling very 
effectively, where our contributions were key. 
These jobs are just a joy to work on... working 
with a great team of people both from the 
agency to production, to my team here at A52, 
and creating something that everyone is really 
proud of.” 

The agency’s team consisted of Art Director 
Howie Ronay, Copywriter Gerald Cuesta and 
Producer Paddy Giordano. Production was 
overseen by Tight Productions’ Executive 
Producer Jonathan Kar, and Line Producer 
Jeremy Barrett. Rob Sciarratta served as 




r 
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Colourist for Company 3 in Santa Monica. 
Editorial credits for Venice-based King Cuts 
include Editor Enrique Aguirre, Executive 
Producer Hannah Yates, Producer Donald 
Taylor and Assistant Editor Johnny Bachelier. 
A52’s team also included Executive Producer 
Mark Tobin and Flame Artist Mike Bliss. 

About A52 

Established in 1997 as a home for the very 
latest high-end photo-real visual effects 
technologies, and the industry’s most innovative 
and talented graphic design artists, West 
Hollywood visual effects and design company 
A52 creates award-winning imagery for the 
world’s most visually ambitious commercial 
and television projects. The company’s 






work has earned AICP Show recognition 
for six consecutive years, along with recent 
“Outstanding Commercial” Emmy, Andy, BDA, 
Belding, Clio, British Design and Art Direction, 
International Monitor, International Automotive 
Advertising, London International Advertising, 
One Show, and PROMAX awards. 

Fig Newtons 

For more information please visit: 

www.A52.com 




Vue 

xSt rea m 

Now available for 



3dsMax Cinema4D Lightwave 3D Maya Softimage|XSI 




www.vue6.com 



Picture made in Vue by Juergen Eilts 





"tHE PERFECT 
COMBINATION OF 
REALISM AND GRAPHIC 
CLARITY WE REQUIRED." 


Although all animators 
will tell you they want 
their work to be as 
realistic as possible, 
for Rajeev Doshi it’s an 
absolute necessity. He 
is Creative Director at 
Medi-Mation, specialists 
in medical and 
scientific animation and 
illustration... 





human 
BOdX 3 32 


3ds Max Goes to 
Medical school for 
New human body book 


Although all animators will tell you they want 
their work to be as realistic as possible, for 
Rajeev Doshi it’s an absolute necessity. He is 
Creative Director at Medi-Mation, specialists in 
medical and scientific animation and illustration. 
His latest project is for a book about the 
workings of the human body, involving over 150 
3D illustrations and four minutes of high-end 
animation for a DVD. With such a massive 
amount of work to do, Autodesk 3ds Max 
software played a major part: “We’ve used 3ds 
Max for many, many years, so it’s really familiar, 
and has an ever-expanding toolset that keeps 
us happy. We know it’s stable and fast.” 

The project is the latest incarnation of the highly 
successful ‘Human Body’ book, published by 
Dorling Kindersley. The original book sold more 
than 700,000 copies, and Dorling Kindersley 
wanted to bring it up to date using 3D artwork 
rather than paintings and hand drawn artwork. 
Doshi is unusual for an animator because he 
started out in medicine; after a Ph.D in Cancer 
Therapy he realised he couldn’t face life in a lab, 
so he retrained and put his medical knowledge 
and his animation know-how to work together. 

He says the first challenge of the project was the 
huge poly counts of the illustrations; the front 
cover alone consists of over one million polys 
and weighs in at 110Mb excluding textures, and 
a massive 200Mb including textures. “Luckily 
3ds Max is very stable when handling stuff like 
this, and being able to use the Layer Manager 
enabled us to work quickly in the viewports.” 
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With at least four passes required for most of 
the illustrations including skin, organs, skeleton 
and a matte, producing detailed enough 
artwork within the tight timeframe was a major 
challenge. The team made the creative decision 
that the reader should be able to see the 
organs and systems, both in front of and behind 
the skeleton. However this meant ‘ghosting’ 
anything that went behind the skeleton rather 
than obscuring it. Added to this, many of the 
artworks would be created at A3 and needed to 
show information at a sub-organ, cellular and 
sub-cellular level. It was at this point says Doshi, 
that the initial excitement and euphoria wore off 
and panic set in! 

Layer Manager helped with the complexity of the 
animation sequences. “One of the great things 
about 3ds Max is the huge number of plug-ins 
and scripts available,” says Doshi. “This meant 
we were able to shave time off R&D by either 
using an off-the-shelf plug-in like Digimation 
Lightning, or a free 3ds Maxscript such as 
Nature Painter Tools from the hugely generous 
and talented 3ds Max community.” 
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The animation team relied on 3ds Max’s 
Backburner rendering system, which he 
describes as “rock solid”. He stresses that “on a 
technical level, managing the sheer size of the 
data was the hardest thing. We leant heavily 
on Backburner, specifically its Strip rendering 
facility, which allows us to produce illustrations 
up to 3000 x 7000 pixels.” And Doshi adds that 
a standout was 3ds Max’s Skin Wrap modifier; 
“very useful when you need to add elements to 
a beating heart - it’s brilliant - it just works!” 

Nearly every project that Medi-Mation 
undertakes contains complex particles effects, 
and Doshi believes that it’s since PFIow was 
introduced that “we’ve been able to do the 
incredibly complex animations that really help 
lift the quality of the piece. And we all love 
3ds Max’s material editor - most of our work 
uses procedurally generated textures so we 
don’t have issues with mapping and texture 
detail. The level of detail that you can get by 
digging deep into 3ds Max’s materials editor is 
a godsend.” 

For the Human Body project, Pflow was put to 
good use showing a variety of different medical 
elements, including such intricacies as the fluid 
released by sperm when trying to get into an 
egg, the flocking and clustering behaviour of 
the sperm around the egg itself and particulate 
matter in all the aqueous environments. Another 
highlight is the animation of an electron charge 
moving across the surface of a neuron as an 
electrical pulse moves up and down. Pflow 
also came into its own for a shot showing 
microscopic smoke particles damaging the 
airways. 

Doshi believes that “3ds Max’s polygon editing 
tools are key to all the modelling work. In 
combination with subdivision surfaces to ensure 
that we can model everything we need quickly, 
cleanly and easily, but still be able to keep 
things looking suitably smooth and organic 
- every iteration of 3ds Max now has some 
small tweak to this toolset which really helps 
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productivity. Another big benefit to us is 3ds 
Max’s tight integration with Combustion and 
the RPF file format. This allows us to control 
a huge amount in the animation compositing.” 
Doshi adds that being able to isolate and tweak 
individual elements from flat rendered frames 
saved massive amounts of time through not 
having to re-render. 




















EB m 




The 3D information in the files meant that 
the team could add effects like depth of field, 
motion blur and decreasing distance saturation. 
Composited shots had up to 12 passes, which 
Doshi says Combustion handled with ease - “so 
much of the final look for each animation was 
a direct result of the work done in Combustion 
that it’s really inseparable to the 3D work in our 
pipeline.” 
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So was the client happy? Absolutely. Art 
Director of Publisher Dorling Kindersley says 
the work Medi-Mation has done has “the perfect 
combination of realism and graphic clarity we 
required. This is truly 21st century anatomical 
illustration, bringing alive anatomy and 
physiological processes for the home reader 
and healthcare professional alike. And then they 
blew us away with the stand-alone animation 
sequences for the accompanying DVD.” 


HUMAN BODY 3D 

Article courtesy of: Raj Dehil on behalf of 
Autodesk and Medi-Mation. 
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Introduction: 

A Collection of the finest independent animated 
movies and commercial trailers. The DVD includes 
work from a whole number or different sources, 
such as students, independents animators and 
commercial studios. We want people to be able to 
view this wealth of elite animation in one conve¬ 
nient high resolution package whilst generating 
much exposure for these talented artists at the 
same time. 




- Running Time: 3hrs 8 mins 

- 27 Shorts movies 

- 6 Clips & Trailers 

- Region Free, NTSC & PAL versions 

- Shorts & trailers from artist and studio like: 
Blur Studios 

Brian Taylor 
Marco Spitoni 
Patrick Beaulieu 
& Alex Mateo 



- Running Time: 3hrs 8 mins 

- 27 Shorts movies 

- 3 Trailiers 

- Region Free, NTSC & PAL versions 

- Shorts & trailers from studios such as: 
Blur Studios 

Keytoon Animations Studios 
Redrover Studios 
& Platige Image 


- Loads of extra including images and storyboards 



3tJtotal. com 


for more products in our range visit http://www.3dtotal.com/shop 






“IT IS SOMETHING YOU 
HAVE INSIDE YOU THAT 
IS SO BURSTING TO BE 
EXPOSED, AND WHEN 
YOU FIND THE 
TOOLS OR MEANS 
TO ALLOW THIS 
THEN YOU 
BECOME THE 
ARTIST..." 



This month, we have 
asked 3D artists from a variety 
of backgrounds and locations 
around the world: 

DO YOU THINK ART IS A 
GIFT THAT YOU INHERIT 
FROM YOUR PARENTS, OR IS 
IT SOMETHING TITAT CAN 
BE ENCOURAGED SIMPLY 
BY YOUR SURROUNDINGS, 
LIFESTYLE, OR JUST SHEER 
PERSEVERANCE? 


Here’s what they said... 


is Art a Gift...? 


3dcreative 


IS ART „ 

A GIFT...? 


After such a positive reaction to our ‘Advice 
for Aspiring Artists’ feature in the January 
2007 issue of 3DCreative magazine, we 
decided to make it into a recurring feature. 

One question that the 3DCreative team has 
pondered, is whether art is a gift that we inherit 
from our parents, or is it something that can 
be encouraged simply by our surroundings, 
lifestyle, or just sheer perseverance... So, this 
month we decided to put this question to a 
number of different 3D artists across the globe, 
and here’s what they had to say on the subject... 


Adrian Tiba 

System Engineer, SC Infologic, Oradea, 
Romania 

“Yeah, it can be gift, too. It’s not in my case - my 
parents weren’t art oriented.” 


ALI ISMAIL 

Digital Artist, Lucasfilm Animation, Singapore 
“It’s a mix of both genes and surroundings, the 
same as everything else in ones personality. 
Some people make the mistake of thinking it’s 
just a gift, where you don’t need to work hard 
to understand even the basic skills. Every good 




artist, in what ever medium, has to work hard to 
get where they are.” 

Anders lejczak 

Project Manager, Framfab, Malmoe, Sweden 
“I think it is a skill that you are born with (or 
without) which either develops or not, depending 
on the specific surroundings.” 

Andre elolzmeister 

3D Artist, TV Globo, Brazil 
“I think both answers are true. I have the gift; I 
always was the best at drawing in school. I’ve 
drawn since I was a little kid, and yet I can see 
other gifted artists today, especially painters that 
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image by Cesar Alejand 


never even studied art, and they are all great 
artists! I believe that this is only the starting 
point; you have to study and search references 
all your life to become a great artist...” 

ANDRE KUTSCHERAUER 

3D Designer, Studio Messslinger Gmbh, 
Munich, Germany 

“Everybody can learn the technical aspects, but 
my ability to imagine pictures is inherited from 
my parents, I think.” 

AnnaCelarek 

Student, Vienna 

“I think that it has to do with the character of 
a person, and there are a lot of factors which 
contribute to your character, like parents, the 
way you grow up, teachers you have, friends 
and so on. I think every person has a sense 
for art when he’s born, but some people don’t 
develop it.” 

Cesar Alejandro 
Montero Orozco 

CG Artist & Freelancer, Digi-Guys, UK / Mexico 
“I think that anything can be learned. There 
are people that seem to learn faster, and 
work faster. However, nothing beats the 
perseverance of a determined person. To be 
the best, you need to have an open mind and 


be able to critique yourself, and hear critique 
from others. Anything else is an aid, but not a 
necessity to become an artist. This applies for 
any other profession.” 


Dana Dorian 

Director, Axis Animation, Glasgow 
With hard work and determination anyone can 
learn to be an artist. Some people just find it 
easier than others.” 
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is art a Gift...? 


3dcreative 



DANIEL VIJOI 

“I think it could be a gift, but definitely not one 
that is inherited from our parents, as such - it is 
encouraged by everything that stands beautifully 
around us, since we are the “small walking 
characters” in this world (for me at least). Art 
can also be achieved by perseverance, by one 
who lives in this environment, surrounded by 
artistic parents, friends or co-workers. I have a 
saying: “Life is surrounded by art. Enjoy your 
art.”” 

David revoy 

Illustrator / Concept Artist, France 

“I think art is all of these things; like a second 

skin that is as complex as a personality can be.” 


Eric Provan 

3D Modeller, Sony Pictures Imageworks, LA, 
USA 

“I come from a very creative family, so It would 
be easy for me to say that Art is inherited from 
one’s parents. Unfortunately, my parents also 
taught me that with enough dedication and 
motivation, you can do anything. So, who am 
I to say, really? Maybe Art is a gift inherited 
through perseverance?” 


Eugenio Garcia 

3D Illustrator & Animator, GrupoW, Saltillo, 
Mexico 

“In my case, my parents don’t do anything art- 
related. When I began to draw I was just 4, and I 
was inspired because an old neighbour of mine 
was an artist. Through with my own perseverance 
and practice I have improved greatly.” 


Gustavo Groppo 

General 3D Artist, Mamute Mfdia, Sao Paulo, 
Brazil 

“To me, many people are gifted with talents 
which are revealed in some moments of life, 
however this revelation does not occur just 
through a gift, but because they have the 
capacity to comprehend things that surround 
them and have the perseverance to do what 
they do.” 
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Liam Kemp 

“A little bit of each. An innate sensibility to art 
must be present in order to improve one’s skills 
with ease, but perseverance is needed in order 
to be successful.” 

Mathias Koehler 

Freelance 3D Artist & Industrial Design Student, 
Braunschweig, Germany 
“I think it’s all about perseverance. I also do 
not believe in talent. In my opinion, anyone 
can learn anything as long as he/she keeps 
practising.” 

MattWestrup 

“Definitely inherited.” 


HAS RAF DULULL 

Visual Effects Artist, The Moving Picture 
Company, Soho, London 
“It is something you have inside you that is so 
bursting to be exposed, and when you find the 
tools or means to allow this then you become 
the artist... In my case, it was the computer and 
software which were the tools which allowed 
me to expose my creative ideas on screen. 
Inspiration when compositing is usually all 
around you; things like light nuances, shadows, 
just the subtle things in your surroundings really 
help you be a better artist, or in my case a 
compositor.” 


JURE ZAGORICNIK 

“It’s a combination of all those things.” 
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is art a Gift...? 
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MlCElAEL SEIDL 

3D Artist, Modelling & Rendering, Austria 
“I think the right sense for art is a combination 
of many different factors. It can make your life 
much easier as an artist when you have talent, 
but as the different 3D packages get more and 
more complex, you have to be very perseverant 
to get the most out of them. I think that one of my 
biggest strengths is that I watch my surroundings 
very carefully. You can learn a lot from your real 
life environment and translate that knowledge to 
your 3D program, for example how a shader would 
work...” 

Neil Maccormack 

Freelance 3D Artist, Bearfootfilms, Geneva, 
Switzerland 

“The ability to be an artist can be gained by 
sheer hard work and dedication - as long as you 
have the foundations and you know the basics.” 


Nicolas collings 

Character Modeller, Larian Studio 
“I think almost all kids are attracted by “art”. I mean, 
most kids draw until at least the age of 10. Then 
I think the family can play a role if the parents are 
themselves interested by the field of art. Children 
obviously then have easier access to it. About the 
fact whether they would be better or not, for me the 
difference comes from the time you spend working 
at it - the more you practice, the better you will be. 
It’s 10% gift and 90% work.” 


Pedro Mendez 

“Probably not from your parents, but for sure it’s 
something from your DNA. Anyway, that doesn’t 
mean that you cannot transform yourself in that 
way, which is where your surroundings, lifestyle 
and your perseverance jump in... We all need a 
good balance between these elements to define 
our style.” 


PETE SUSSI 

Creative Director, Huntington, USA 

“I could never have picked up a pencil until I was 

25 and then have been incredible once I had 
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is Art a Gift...? 



learned. But if I picked it up, does that mean I 
learned it, or was my mind always open to it but 
never tapped into it? I suppose I’d have to say 
they work together.” 

PETER SANITRA 

3D Artist, ImagesFX, Prague 
“In my case, part of it is a gift from my parents. The 
rest is how you feel your surroundings and how 
you react to them.” 

PETRA STEFANKOVA 

“There are surely a few inherited predispositions, 
because not everybody in the world really wants 
to be an artist. But mainly, creativity is a way of 
thinking. You should learn how to open closed 


areas of your brain and use them properly. And second, it’s a consistent craft 
practice. Although some fine artists of today represent a group of so-called 
ideas communicators, who prefer strong ideas without any effort to learn 
the craft to the nicely looking and technically precise forms. It’s about their 
philosophy and lifestyle. So this is also a possible way to express yourself, just 
learn from both approaches and choose your path.” 

Rich diamant 

Lead Character Artist, Naughty Dog 

“I think that artistic talent is something that you are born with. I don’t think 
however that your parents have to be artistic for you to acquire those talents. 

I also believe that it can be encouraged by your surroundings and lifestyle, 
as well. Most of what makes a great artist is their will to be great. I think if you 
have the sheer passion and drive you can become an artist. What makes 
certain people stand out however could just be something they are born with, 
who knows. I know some artists have to work a lot harder than others to reach 
the same level. We can’t all be that lucky!” 

Sean Dunderdale 

3D Artist, Saddington & Baynes, London 

“I think it is like any talent that some have and some don’t, however the 
talent alone is rarely enough and a lot of hard work is needed to take 
advantage of it.” 

SORIN Radu 

“Talent is something that you inherit; something that you must exploit to its 
maximum, and for this you need ambition, perseverance and the right life 
style.” 
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Stepan (O)ne Grakov 

“I think it could be both, but in my case it was 
my interest that grew into a serious relationship 
through time and practice, because I like to 
have the opportunity to create things that can’t 
be made in real life.” 

Sven Rabe 

3D Artist, Germany 

“I think a bit of everything, because art is 
something that comes from the heart. It’s a part 
of your life and your personality which has been 
influenced by your parents, your surroundings, 
your lifestyle and many other things.” 

TlZIANO FlORITI 

Freelance 3D Artist & Digital Matte Painter, Italy 
“All people feel the need to be happy. It is 
an endless and continuous need. However, 
unanswered questions often turn in our mind 
which remain unfinished and are source of 
frustration, as well. But all is not lost. Men can 
make use of special tools to get relief and to 
fulfil their wishes and aims. Actually, they are 
the keys to happiness. Trying with all your heart 
is the secret. Art is the expression of human 
feelings; it is a gut and universal instinct. All of 
us have got it but sometimes we are not able 
to put it to good use. Actually, many people are 
real artists inside, especially when they work 
with passion and enthusiasm.” 


TYCANE 

“I think a lot can be achieved through sheer 
perseverance. You can go a long way just by 
knowing the software that you use well. But 
I also think that to be become a great artist, 
genes and surroundings have something to do 
with it. I myself come from a very creative family 
(not saying I’m a great artist, mind you); several 
of my family members work professionally in 
their respective fields (painting, fashion) and 
do very well. They all have natural ability for 
creative arts. But of course, since my whole 


family is creative you could also say that it has 
something to do with the encouragement you 
get from your surroundings.” 

VOJISLAV MILANOVIC 

General 3D Artist, Animated Biomedical 
Productions, Sydney, Australia 
“A little bit of everything. Sometimes people 
are naturally talented, yet their talents diminish 
because the people around them do not, or 
cannot, understand them. It’s hard work as well. 
Success is 5% talent and 95% hard work.” 

ZDENEKURBANEK 

“This is a very interesting question, but few 
know the answer. In my opinion, it’s all of those 
things; people who create good or the best art 
have a big talent which they inherit from parents, 
but their lifestyle must work around art, too. I 
think the biggest part of it is a gift from nature, 
or parents.” 

Next issue: 

Join us next month when we will ask artists the 
question: 

What tells you when 

APIECE OF WORK IS 
COMPLETE? 
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THE 3D STUDIO 

www.The3dStudio.com 
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Have a look at The3dStudio.com where you will find 
over 81,000 downloadable resources and the best 
customer service in the industry. Guaranteed. 
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Get 10% off your 
order with code: 
3DC274 

Expires 7/31/2007 

































“John Knoll didn't 

REALLY HAVE THE TIME 
TO ENJOY HIS 2007 
Oscar prize, since he 

STARTED WORK ON THE 
LAST EPISODE OF THIS 
TRILOGY, FINISHING 
IT IN RECORD 
TIMING, WITHOUT 
FALLING BACK 
THROUGH TECHNICAL 
COMPROMISES." 


> 





The final movie of this Gore Verbinski trilogy, based on the Disneyland theme park attraction, 


Sdcreatsve 


PIRATES OF THE CARIBBEAN : AT WORLDS END 


' 



Pirates 

OF THE 

Caribbean 

AT WORLD'S END 


It’s hard days for pirates: their time is about to 
fade out. Lord Cutler Beckett (Tom Hollander) 
from the British East India Company manages to 
take control of the infamous ghost ship, known 
as the “Flying Dutchman”, and its evil and 
vindictive captain, Davy Jones (Bill Nighy). The 
Flying Dutchman, led by the admiral Norrington 
(Jack Davenport), scares and destroys anything 
on the Seven Seas revealing its unstoppable evil 
power. Will Turner (Orlando Bloom), Elizabeth 
Swann (Keira Knightley) and Captain Barbossa 
(Geoffrey Rush) sail with the feeble hope of 
joining the Nine Lord Pirates of the Brotherhood 
- the only way to defeat Cutler Beckett, the 
Flying Dutchman, and the entire Company fleet. 
However, one of the Lord Pirates disappeared: 
Captain Jack Sparrow (Johnny Depp); the 
best and worst pirate; trapped in Davy Jones’ 
casket after his frightening encounter with the 
monstrous Kraken at the end of the second 
movie. In a weird alliance which grows more are 
more uncertain each day, the brave crew (which 
includes Tia Dalma (Naomie Harris), Pintel (Lee 
Arenberg) and Ragetti (Mackenzie Crook)) have 
to reach the exotic Singapore, sailing dangerous 
waters in order to face the Chinese pirate 
Captain Sao Feng (Chow Yun-Fat) to get a ship 
to be able to take them to the end of the world 
and save poor Jack... Even after succeeding in 
this hard journey, the gathering of the famous 
Brotherhood Council is still not enough to stop 
the terrorising empire generated by Beckett, 
Davy Jones and their powerful war fleet. That is, 
not unless Calypso - a sea goddess trapped in a 
human body - is set free and convinced to help 
them. And that’s basically what Pirates of the 
Caribbean: At World’s End is all about: the final 
movie of this Gore Verbinski trilogy... 
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Pirates of the Caribbean is based on the 
Disneyland theme park attraction. The trilogy 
began with “Pirates of the Caribbean: Curse 
of the Black Pearl”, followed by “Pirates of 
the Caribbean: Dead Man’s Chest”, which 
won an Oscar in 2007 for Best Visual Effects 
(Industrial Light & Magic) and was supervised 
by author John Knoll, along with his brother, 
of the first version of the popular software 
Adobe Photoshop. For the movie’s climax 
- the maelstrom sequence where the pirates 
and the East India Company engage in an 
apocalyptic battle in a huge storm - the team 
had to find a structure to build exact replicas for 
the Black Pearl and the Flying Dutchman ships 
from the top, as well as other elements of the 
set. The only good place around Los Angeles 
was Building 703 in Site 9 where a big hangar 
of 180 x 90 x 20 metres in size, situated in 
the deserted Palmdale in California about 90 
kilometres from Burbank’s Walt Disney Studios, 
was built by Rockwell International in 1983 
with the purpose of assembling 100 strategic 
bomber B-1 Lancers for the US Air Force. In 
the last years however, it has also been used 
as a stage for many other movies, such as 
The Terminal (by Steven Spielberg). On the 
inside of Site 9, Rick Heinrichs (Tim Burton’s 
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Sleepy Hollow) worked closely with another Oscar winner, Special Effects 
Supervisor John Frazier (Spiderman 2), in order to build the Black Pearl 
and Flying Duthman partial copies, including hydraulic systems for realistic 
movement, surrounded by huge blue-screens. To light up such a large 
background, Director of Photography Dariusz Wolski, and the electrical 
master Raphael Sanchez, used complex systems formed by 1400 lights, 
40 lamps around the blue-screen (18 metres in height), 8 vans generating 
10,000 Amps, and 95 metre cables. 

John Frazier and his team also developed a tube and rain-release 
labyrinth system on the hangar’s ceiling to provide 25,000 gallon waterfalls 
on the ships, actors and stunt-men. This system was also provided with 













big fans which were able to create up to 160 kilometre winds. Visual 
FX Supervisors John Knoll and Charles Gibson (who was already the 
External Studio Coordinator for CIS Hollywood, Digital Domain, The 
Orphanage, Asylum VFX, Evil Eye Pictures, Method Studios, and Luma 
Pictures) from Industrial Light & Magic, and Animation Supervisor Hal 
Hickel, took over 2,000 poses for Pirates of the Caribbean: At World’s 
End. 752 were taken just by ILM, thanks to the efforts made by 200 
artists, including those of the pirate Davy Jones (Bill Nighy) and his 
tentacle beard (seen in the previous movie). For this sequel, Knoll and 
ILM developed a new motion-capture system called iMocap, simplifying 
all the procedures needed to use this technology. Instead of using sixteen 
cameras, Knoll and his technicians built this totally portable hardware, 




A 




since just three cameras and Lycra suits (with sensors and grey/black 
chequered bands) for the actors were needed, without having to use a 
big blue-screen equipped stage and indispensable things for the motion- 
capture (Mo-Cap). Actually, the sixteen main characters from the Flying 
Dutchman’s crew, created for the previous movie, were increased by 
ten for this sequel, in particular for the maelstrom sequence where the 
original number wasn’t enough to populate both ships during the final 
battle. ILM used Autodesk Maya, Zeno and Pixologic ZBrush for both the 
modelling and the animation on the Flying Dutchman’s pirates. Another 













new feature in Pirates of the Caribbean: At World’s End was when, in 
Captain Jack Sparrow’s dream, he became part of the ghost ship. This 
was achieved by taking pictures of Johnny Depp in a costume equipped 
with grey bands in order to capture his actions, and the animators then 
had the job of re-creating all the facial expressions, frame by frame. The 
digital model, based on Johnny Depp’s body, was built keeping in mind 
that parts of it were going to be attached to the ship’s wooden walls, and 
the internal body sections had to be completed with corals, rocks and 
rust, including part of the brain, and they had to make it as realistic as 


possible with a skin simulator. Another addition to this movie were the 
crabs which were able to lift Jack Sparrow’s galleon and take it around 
the desert, and those which came out of Calypso once she was set free 
from her human body. For the rendering, ILM’s artists built a main model, 
called the “Hero Model”, which was used for detailed frames and close- 
ups, different versions for the animated elements behind the more defined 
crabs, and for when using particle systems for the group in motion. The 
Director, Gore Verbinski, who firmly believes in the highest interaction 
between live-action filming and CGI generated images, decided to have 



the actors run over by thousands of blue 
spheres when Calypso grew tremendously bug 
and exploded. This experience was probably the 
most unusual for the cast: 175,000 balls falling 
from Palmdale’s Site 9 ceiling onto Black Pearl. 
Those simple blue balls then became thousands 
of fast crabs, after John Knoll and ILM swapped 
them with their animated replacements. Once 
the cast finished filming all the sequences of 
the battles between the Black Pearl and the 
Flying Dutchman, ILM had to then extract the 
decks from the galleons and separate them 
from the blue-screen in order to insert the 
CGI pirates in the compositing stage, through 
iMocap, along with the rest of the characters 
and environments. For the rendering of the 
whirlpool, ILM used an advanced fluid-dynamic 
simulator called “PhysBam”, developed along 
with Stanford University, which had already 
been used in Poseidon and the previous Pirates 
of the Caribbean films. PhysBam uses a Voxel 
technology - volumetric elements - for the 
best water results and for the spiralling water 
movement, whilst 3K resolution RenderMan was 
used for the bubbles, fog and foam. Released 
just a few months after the previous two 
episodes, Pirates of the Caribbean: At World’s 
End has become a visual and digital effects 
masterpiece. John Knoll didn’t really have the 
time to enjoy his 2007 Oscar Prize, since he 
started work on the last episode of this trilogy, 
finishing it in record timing, without falling back 
through technical compromises. Pirates of the 
Caribbean: At World’s End has also proven to 
be superior to its prequel. 

ALL IMAGES © 2007 DISNEY ENTERPRISES, 
INC. ALL RIGHTS RESERVED 

PIRATES OF THE 
CARIBBEAN: 

AT WORLD'S END 

Article courtesy of: IMAGO EDIZIONI, 
ITALY www.imagonet.it 

Original Italian by Pierfilippo Siena 
English Translation by Simoe Parmegianni 
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3d02.COM 

The Finest 3d Model Store 


3d02.com. Commonly known as a high quality 3d model store, 
one of the premier stores of digital assets offering ready to use 
CG 3d models, and an open platform allowing artists to publish 
and sell their 3d models online 
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Zoo Publishing presents the new issue of Zflarrtiat 
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This month we feature: 


Nicolas Lesaffre 


Romy Tesei 
Yoshitaka Kunikumo 


Fred Bastide 


Alex Huguet 


Onno van Braam 


Udom Ruangpaisitporn 
Nelson Liaw 


Kleber Darcio 


Andrea Bertaccini 
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send us your images! : gallery@zoopublishing.com 


10 of the Best THE GALLERIES 



Drum 

Nicolas Lesaffre 

www.myspace.com/nikopicto 

nlesaffre@hotmail.com 



www.3dciBativemag.cx)m 


page 66 


Issue 023 July 2007 
















■IV 


• \TcJ) 










(A ?; ■ / 

\Q'. ( 

C\ 
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send us your images! : gallery@zoopublishing.com 
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Muse 

Romy Tesei 

www.teseiromy.com 

info@teseiromy.com 


Helix Rugen One 

Fred Bastide 

www.texwelt.net 

fredbastide@vtxnet.ch 
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BUGATTI16/4 VEYRON 
Center Console 

Onno van Braam 

www.onnovanbraam.com 

onno@onnovanbraam.com 

You can follow an in-depth interview with 
this artist in a future issue of 3DCreative 


Alleyway 

Yoshitaka Kunikumo 

www.sp92.com 

kumo@sp92.com 
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candy Girl 

Alex Huguet 

www.metamesh3d.com 


metamesh@gmail.com 


You can follow an in-depth interview 
with this artist in a future issue of 


3DCreative magazine, 








The doll 

Kleber Darcio 

kleber3ds@hotmail.com 
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Synth Eyes 2007® 

3-D Camera Tracking Software 


Now with 



Maybe you are shooting hand-held, and need a more professional look. Maybe you are using other stabili¬ 
zation software, but are tired of limited functionality, poor tracking, or strange geometric distortions in the 
results. We’ve got the cure! 

SynthEyes now includes an awesome image stabilizing system, based on SynthEyes’s famously fast and 
accurate tracking. Integrating auto-tracking and stabilization makes for a terrifically fast workflow, and 
means we can do all the sophisticated things to produce the highest-quality images possible. We added 
the flexibility to nail shots in place, but also to stabilize traveling shots. Then, piled on a full set of controls 
so you can direct the stabilization: to change shot framing, add life, or minimize the impact of big bumps 
in the footage. Since you’ve got other things to do, we multi-threaded it for outstanding performance on 
modern multi-core processors. 

We didn’t forget about pure camera tracking either. SynthEyes 2007>2 adds single-frame alignment for 
nodal tripod and lock-off shots; a way to add many accurate trackers after an initial solve, for mesh build¬ 
ing; a way to coalesce co-located trackers, perfect for green-screen tracking; and about 50 other things. 

One thing we didn’t change—our incredible price: 


"I used SynthEyes exclusively while working on Pan's 
Labyrinth, and the CG Supervisor was continually amazed 
at how I was blowing their deadlines clean out of the water. 
I used the zero-weight points to model many surfaces 
which needed to be very accurate, so that a 3-D stick bug 
could walk across them."— Scott Krehbiel 


Other recent credits: Apocalypto, Bridge to 
Terabithia, Casino Royale, Deja Vu, Next, 
Pirates of the Caribbean: Dead Man's Chest, 
Pursuit of Happyness, Spiderman 3, Zodiac 



"2D at FUEL used SynthEyes for a few especially gnarly 
shots during Charlotte's Web. For $399 and a couple of 
hours invested in the docs, our compositors can solve a 
camera for almost any shot. SynthEyes is smoking fast, 
easy to understand and the support is phenomenal." 

— Sam Cole, FUEL 


See the website for more details on ANDERSSON TECHNOLOGIES LLC 

SynthEyes's amazing feature list. For more information and free demo: 

25+ Exporters included standard. http://wWW.SSOntech.COm 

Fourth year in the market, 
serving VFX artists in over 40 countries 


PC/PC 64-Bit/Intel Mac/PowerPC Mac 








3DCreative Magazine introduces the 
‘Challenge’ Section of the mag. Every 
month we run the Challenges, available 
for anyone to enter, for prizes and goodies 
from the www.3dtotal.com shop, and also to 
be featured in this very magazine! The 3D 
Challenge runs in the Threedy forums and 
the 2D challenge in the ConceptArt forums, 
links to which can be found inside! Here we 


will display the winners from the previous 
month’s chalenges... 


Stylised Animal Challenge 


CpNCEPnnRfjE 


THREEDY 

roRums 


In Association with 






S&WAraffialChalta; 

Snail 


The Challenge 

Welcome to the Stylised Animal Monthly Challenge. Each month we select 
an animal and post some images in the Forum Thread as reference. All 
you have to do is create a 3D render of this creature in a stylised/abstract/ 
cartoon style whilst keeping your creature instantly recognisable. We 
wanted to publish some content in 3DCreative Magazine on how to create 
stylised animals, such as you see in the many feature films and cartoon 
galleries. We thought that this regular competition might just bring in the 
images/making ofs we need, whilst giving away great prizes and exposure 
in return. If it continues in success, we will try to boost up the prizes as 
much as possible! This month’s Animal was the ‘Snail’. You can see the 
top entries, as voted for by the public, and also the project overviews from 
the first, second and third placed entries here... 


What are we looking for? 

Funny and humorous entries which break the animal down to its most 
recognisable components; emphasise these in whichever ways you 
think best and render your stylised/abstract/cartoon masterpiece. The 
rules are pretty laid back; please submit 1 x 3D render, minor post work 
is OK, and it’s up to you if you want to have a background and include 
some graphical elements or text on your image. Renders of the 800 pixel 
dimension sound about right, but the top ten will be featured in 3DCreative 
Magazine, so if you can create some higher resolution images too - all the 
better! There will be one competition per month, with the deadline being 
the end of the month, GMT. For a valid entry, simply make sure your final 
image is posted in the main competition thread before the deadline. We 
require the top three winners to submit ‘making of overview articles that 
will be shown on either 3DTotal or 3DCreative Magazine; these need 
to show the stages of your creation, different elements and some brief 
explanation text of why, and how, you did what you did. We will format 
this into some nice looking pages to give you some great exposure and 
us some quality content. Each competition will have one main thread that 
starts with the brief at the top. This is where all entrants post all WIPs, give 
feedback, and generally laugh at the crazy ideas that are emerging each 
month! 


Prizes 

1st Place: Any 3 items from the 3DTotal Shop. 2nd Place: Any 2 items 
from the 3DTotal Shop. 3rd Place: Any 1 item from the 3DTotal Shop. 




8. mkiller 



creamstudio 


7. cmarcus 


" the french snail" 
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2. HA-JASSAR 
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In Association with 


CONGHmUE^! 



Challenge Thread 

The entire SJNLAIL competition can be viewed HERE. 


The current challenge at the voting stage is: MONKEY 


The current challenge taking place is: AYEtAYE 


To join the next challenge, or to view previous and/or current entries, 

please visit: 

www.threedy.com 

Or, for the 2D Challenge, please visit: 

www.conceptart.org 

Or contact: ben@zoopublishing.com 

Last Month's Challenge winners: 

1. Arthur Sacek 

2. WeitA Studio 

3. Janis Ancitis 

Read on for the Making Ofs their winning entries... 


www.3dcneativemag.com 


page 81 


Issue 023 July 2007 























3RD - ROOKY 

First of all I had to look through all the given 
reference images due to the fact that I’ve never 
seen a real anteater before. The idea of a lazy 
guy using a vacuum cleaner to get the ants 
from an ant hill was the very first that came to 
my mind, and I just had to make it in 3D. I’m not 
that good at drawing so I just made some quick 
sketches and started modelling... 


MODELLING 

The modelling process was very simple. I 
started with a solid plane and used Shift to 
extrude new faces from edges. At first, I made 
the eye area, and the head and body were then 
done in a couple of moments (FigOla - 01c and 
Fig02a - 02f). 
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The next part was to make the vacuum cleaner 
(Fig03a - 3b). To make the pipe, I first had to 
make a spline and pose it in the right direction. 
After that I made a hose, raised the segment 
and cycle count, added the Path Deform 
Modifier, and used the earlier made spline 
as the path. The next step was to make the 
anteater look more like a professional, instead 
of him being just an ordinary guy, and so I made 
him a tool-belt with a hammer and screwdriver 
(Fig04). The main part was then done (Fig05). 


LIGHTING 

The lighting in this scene was also very simple. 
I just used one Omni light, one Skylight, and 
as this scene was rendered with the default 
Scanline renderer I also had to use the Light 
Tracer to get the right shadows. 


MATERIALS 

For many of the elements in the scene I didn’t 
lay out the UVWs because it was unnecessary 
this time. Most of the objects in the scene had 
the Oren-Nayar-Blinn Shader with a Falloff 
map as the Diffuse Color. The sky was just a 
Gradient Filter in the Environment Map Slot 
which was given some blueish colours. The 
eyes were a Blinn Shader with a high Specular 
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Level value and an HDR image was used to 
achieve the reflection (Fig06). 


SCENE 

To make my entry more interesting, and to be 
sure that others got the same feeling that I had 
about my idea, I modelled an ant hill (Fig07) 
and some other elements (Fig08). For the 
grass I used the Scatter Modifier (Fig.09). So 
at this point, the modelling process was mostly 
done (FiglO), I then just needed to make a few 
tweaks for the ground and scaling the object to 
get the right proportions. 


FINAL 

So, as said before, this was rendered with 
Scanline Renderer using the Catmull Rom Filter 
to get a better quality of the final picture. I then 
used Photoshop to add a Gaussian blur to the 
background (I used the Alpha Channel to make 
this easier) and sharpened the image a little bit, 
as well. And that was it for Photoshop! 

Many thanks to eXeM and Binary for their help 
and advice with the making of this piece. 

JANIS ANCITIS 

For more work by this artist 
http://rooky.777hp.com/ 

Or contact him at: 
rOOky@inbox.lv 
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2nd - Lick lick 

I’m not going to talk about the technical 
workflow of the modelling in this tutorial, but 
will instead try to explain how to achieve my 3D 
cartoon style scene... 

The technique I used to model was polygonal 
modelling, which I used because I believed it 
was the easiest way to achieve this cartoon 
style. When working with cartoon styles we 
usually need more tweaks, but don’t require 
such a high level of detail (and so no high 
polygon counts). The most important thing when 
working with a cartoon is the style and character 
development, not the detail, but we still have to 
make it believable, of course. 


Concept 

I started out with a concept sketch (FigOI). My 
character’s name is Lick Lick; he is a stupid and 
lazy, skinny anteater, and I decided to give him 
a shirt to wear (FigOI). 


MODELLING 

When I felt good about my concept I then 
started the modelling step. I started with very 
basic shapes and used the move and rotate 
tools to deform the vertices (Fig02). After a bit 
of move and rotate, I added some details and 
added the eye area to make the eye socket 
using the extrude and bevel tools (Fig03). I 
moved and rotated some vertices to get the right 
shape for the eye socket and the head. I then 
extruded more polygons to make the back of 
the head and sculpted the head until I felt good 
about its shape (Fig04). I continued extruding to 
make the ear, and made more adjustments to 
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make it look more the right ear for my anteater. 

A sphere was then added as a guide for the 
eyes when placed inside the eye socket (Fig05). 
Some smooth modifier was then added, and the 
end result can be seen in Fig06. So I add some 
detail on the ear, mouth, and eye socket (Fig07 
& Fig08). 

After the head and half of the body was done I 
decided to change the concept, because I didn’t 
feel that it was an attractive style and because 
I wanted it to look cuter and a little more stupid. 
The most important thing was that it did not lose 
the anteater (animal) style, to keep it looking 
believable. I therefore decided to make it without 
a shirt (Fig09). To add cuteness I modelled him 
with a shorter body and short feet, making the 
head much bigger than his body. His eyes were 
still thrown out to achieve that slightly dumb look 
(FiglO). More adjustments were made to the 
eye socket to make it feel more stylised, and I 
then made the pupil of the eye even bigger, to 
add cuter touch. More detail was then added 
to his hands, feet and tail (Figl 1). The render 
result can be seen in Figl2 - Figl3. 
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ADDING FUR/HAIR 

After I felt satisfied with the model, it was then 
time to add some fur. Here I used the standard 
hair/fur modifiers that come with 3DS Max 9 
(Figl4 -15) to make the fur/hair look as though 
it had grown unpredictably. I made a spline 
guide (Figl6 -17) to comb and control the hair 
growth, which made the hair flow much more 
naturally. I also made a few adjustments in 
the fur/hair parameter, in the frizz, kink and 
multi strand parameters, to make the hair more 
stylised and natural looking. I didn’t want to 
achieve a realistic anteater fur because it didn’t 
seem interesting to me, and not quite stylised 
enough for my concept (Figl8). 

The next step was applying the texture map, 
where I used Unwrap UVW Modifiers. For this 
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model I was just using simple texture mapping 
because his body was almost washed out by 
his hair/fur (and I had to save on time). So 
I simply adjusted the translucent parameter 
and translucent colour to get the feel of the 
subsurface scattering shader (Figl9 - 20). The 
final LickLick can be seen in Fig21. Note that I 
also made an expression morph target for him 
(Fig21). 

After the modelling part, I set the bone structure 
for LickLick. I chose to use the standard IK 
bones for him, rather than the biped system. 

The standard bones gave me more control 
over the bone design and adjustments. I also 
controlled his eyes for a more fun and easy look 
(Fig22 - 23). 


Settingthe Scene & 
Environment 

The scene idea came to me after the modelling 
part was finished. The scene tells the story of 
somewhere like an old warehouse, where an 
alien ant has this obsession to become a soldier 
and is standing there pointing a gun at LickLick. 
The environment was set at night, with a warm 
colour scheme. 

Modelling the stylised ant really wasn’t a 
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challenging task, because there are already a lot 
of cartoon stylise ants out there, like the ones in 
A Bug’s Life for example. I decided that my alien 
ant should not look like any one of those, but 
because the competition deadline was drawing 
close, I had to keep my alien ant really simple 
and modelled him as quickly as possible. To 
save even more time, I didn’t set any bones for 
the ant, I just simply adjusted the pivot point and 
selected and linked them together (Fig24 - 25). 

Another thing to model was the military helmet. 

I used a lot of reference material to find the right 
design for this helmet, and came up with the 
model in Fig26. 


There was a lot of model for the scene, so I 
started modelling each required object one 
by one; some were modelled just to make the 






composition look right and to keep the picture 
balanced. I also used the polygonal modelling 
technique here (Fig27). 

Next I set up the warehouse, which I made with 
a standard box with the pre-prepared segment 
count. I then added texture to it (Fig28 - 29). 

For the pose of the characters I had to keep 
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their character shapes looking clear. For a good 
reference I rendered them as silhouettes first. 

If in silhouette you still cannot realise what your 
character is doing, then do not use that pose 
(Fig30). I then put it all together and designed 
the composition and stage. I had to make the 
anteater become the centre of interest, and so 
I used the principles of composition. However, 

I wouldn’t like to say that my scene is perfectly 
composed, but I did try to make the most of the 
composition principles. I managed all of the 
objects in this way and organised it so that all 
of the stuff was pointing towards Lick Lick. Also, 
the background, you can see the wall with a 
grey area that crops the wall to focus your eyes 
on the centre of interest: LickLick (Fig31 - 32). 


Lighting 

For the lighting and rendering I managed to use 
the standard scanline renderer. The reason I 
did this was because I could achieve a more 
stylised lighting this way, and it also reduced the 
rendering time. The main reason though was 
that it was simply more fun playing around with 
the lights! I set up a set of lights which acted 
for the Key light, Fill light, Back light, Ambient, 
and Indirect light simulation. Fig33 shows the 
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render before the lighting was setup - only one 
light was used in this scene. We can see that 
the shadow was too dark in this image, and the 
background lightness was competing with the 
foreground, and there were no Key lights, no 
Fill lights, etc. (Fig33). I therefore added a Key 
light, Fill light, Back light, moon light (second 
Key light), and Ambient. The result, as you can 
see in Fig34, was too dark and the colour was 
very monotone, which made the scene very 
boring. I decided that I had to add a coloured 
lighting design, a centre of interest (with lighting 
design), and I had to set the mood with some 
effects in the scene. I set the intensity parameter 
of all lights and the result was much better, but 
the background and shadowed area was still 
too dark, and there was still no mood present 
(Fig35). I adjusted the light’s intensity again to 
achieve the most realistic lighting as possible, 
adjusted the colour of the light (to set the right 
mood), increased the intensity of the Fill light, 
add added a fog effect to the Key light. The 
shadow was also adjusted and some light was 
added to stand in for the Indirect lighting.The 
final set of lighting used for the scene can be 
seen in Fig36. I then made the final render. 


WEITA STUDIO 

For more work by this artist please visit: 
www.weitastudio.com 
Or contact him at: 
weitastudio@yahoo.com 
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1st - The vegetarian 
Anteater 

In this tutorial I will show the developmental 
stages of my vegetarian Anteater. My main 
goal with this piece was to evaluate the time of 
execution of the image, trying not to lose time 
through processes that would not influence the 
final result. I used XSI and Photoshop for this 
piece. 


Concept 

With my goal in mind I made some rough 
sketches, all the while thinking about how the 
modelling for my sketches would be if I took 
them to that stage. I didn’t want to wander or 
try new solutions; it had to be practical and 
objective as I didn’t have much time. I simply 
tried to imagine myself making the image for a 
client who had a limited amount of money and a 
real deadline. 

When the goal was to create a stylised animal, 
it was interesting to also create a stylised 
situation. So, why not to swap the roles of my 
creations? I decided upon one anteater being 
bitten by many ants. Are anteaters ever bitten 
by ants? Well, my character for this piece had 
already turned vegetarian (FigOI). 


MODELLING 

The modelling stage is one of the easiest stages 
to spend a dangerously unnecessary amount 
of time on. We have to know what we really 
need to model, and the level of details that 
are required for the final image. It’s important 
to analyse the final size of the image and 
the framing of each object. For example, the 
anteater had to occupy a great portion of the 
image, therefore it needed special care and 
attention, but the ants had to be quite small so 
they did not need as much detail. 


Anteater 

When I was analysing the references given 
in the forum, I realised that anteaters have 
a passive and cute image, and so I tried to 
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reproduce these characteristics by modelling the 
anteater similar to a teddy bear. When modelling 
through box modelling, it’s always interesting to 
know how the model will look like in the end with 
subdivision. For this process I used 3 models. 
One of them was the half of the body which I 
was working on, without subdivision. The other 
was a clone of the first one, but scaled by -1 on 
the X-axis. The third model was a combination 
of the two other parts. I isolated the model in 
one viewport and applied subdivision. This way 
I was able to visualise the final model in one 
viewport, and the working model in another 
(Fig02). 

In the beginning, the position of the tongue was 
not defined, and so therefore modelling it could 
not be destructive. I used a cylinder with several 
edges in its length, to which I applied a lattice 
to sharpen the tip and a Curve Deform to place 
it in the desired position. This process gave me 
the ability of modifying the shape at any time 
(Fig03). The harmony between the parts was 
extremely important to bring life to the model. 

It was easy to simply place the nails at the end 
of the hands, but to give it a special touch it 
was more interesting for me to make the nails 
grow from the hands. For this, I used the same 
hand mesh to generate the nails and extracted 
the nail mesh from the body’s mesh (Fig04). To 
place the anteater in its final position I used the 
simplest way, because I did not want to waste 
too much time making bones or setting the skin. 
For this, I selected the points to be modified, 
took the rotate tool (C) and modified the pivot 
temporally by pressing the Alt key (Fig05). 
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ANTS 

The ants were quite small in the scene, but 
there were lots of them! Because of this, I 
modelled them with enough detail so as not to 
need the use of subdivision (Fig06). 


Grass 

To place the Anteater in the environment and 
to enrich the scene, I decided to create ground 
vegetation. To develop the grass, I modelled 
a leaf with a very simple mesh (Fig07). I 
duplicated the model, selected all, and typed “R” 
into the X and Z position fields. This command 
generated a random value for each model 
(Fig08). To increase the variation between 
them I typed “10” into the same fields (Fig09). 

I executed this process for the Y rotation and 
scale (Figl 0 -11). The leaves that were not well 
formed were then deleted. I selected all of the 
remaining leaves and transformed them into a 
model (Figl2). This reference model was then 
duplicated and applied using the same random 
process (Figl 3). To increase the density of the 
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grass, all I would need to do was to add more 
leaves to the original model. 


FLOWER 

The flower was going to be small and blurred in 
the final image, and so it was therefore able to 
have a simplified mesh (Figl4). 


Lighting 

I used Final Gather from Mental Ray, which 
gave a very nice result with simple settings. To 
illuminate the scene I used 3 Spots; two for the 
whole scene and one just to give a back light to 
the anteater (Figl5). 


PASSES 

There were three passes to compose for the 
final image; the default pass with Final Gather, 
an Ambient Occlusion pass, and a Depth pass. 
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To produce the depth of field I used the Lens 
Blur filter in Photoshop (Figl6 -18). I also 
created a 2D background for my final image, 
which can be seen in Figl9. 






ARTHUR SACEK 


For more work by this artist 
http://br.geocities.com/arthursacek 
please contact him at: 
arthursacek@yahoo.com.br 
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Due to recent updates 
ON LIGHTWAVE 9.2, 

ClTAPTER 5 WILL BE 
RELEASED IN ISSUE 24 
OF THE 3DCREATIVE 
MAGAZINE. 
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part5 : DAYLIGHT ADVANCED 


COMPLETE GUIDETO 


This Part will now be featured in issue 24 of 3DCreative magazine... 



lightwave 


3dcreative Complete Guide to Lighting PART 5 : DAYLIGHT ADVANCED 


(0MPLEIEGUIDE10 

LIGHTING 

part 5: Daylight Advanced 

In Chapter 4 we created a daylight setup 
using a backdrop and radiosity. Due to recent 
updates on Lightwave 9.2, Chapter 5 will now 
be released in issue 24 of the 3DCreative 
magazine. In the meantime, Cesar would like 
to share some free material with you. This 
includes the previous outdoor scene and model 
(click on the resource logo found in the scene 
to download the samples). Please feel free to 
use this for non-commercial purposes only. 
Cesar has also included some nice surfaces for 
you, which he has used in his work: black car 
paint, beige car paint, red car paint, rusty metal, 
darkened metal and wood (click the resource 
logo on the material image to download these 
samples). We apologise for the delay with 
Chapter 5 this month. Cesar’s main intention is 
for you to learn only the very best techniques, 
and so we all hope that you will enjoy this free 
material that Cesar has supplied for you, and we 
thank you for your patience. 

Cesar Alejandro 
Montero Orozco 


For more from this artist visit: 

http://www.archeidos.com 

Or contact: montero@archeidos.com 
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“I AM PERSONALLY NOT TOO INTERESTED 
IN THOSE ALIENS, DRAGONS AND 
MONSTERS TELAT YOU SEE DONE A LOT, I 
DECIDED ON A SEA TURTLE..." 








% 


In this Making Of we are going to find out how 
Katrin modelled, textured and set up the Sea 
Turtle that you see here... 










Sea Turtle Making of 
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Fig02 


sea 

TUIUe 

Created In: 

Maya 8.0, 8.5 and ZBrush 

After playing for some weeks with ZBrush, I 
wanted to do a small project. As I am personally 
not too interested in those aliens, dragons and 
monsters that you see done a lot, I decided on 
a sea turtle. To keep this short, I’m going to 
assume for this tutorial that the reader is already 
familiar with the basics of Mental Ray for Maya 
and ZBrush... 

MODELLING 

I made a low polygon model in Maya 8.0, and 
for rendering I used Maya 8.5. The head, body, 
feet and shell were kept as separate parts. 
Because my PC had only 1 GB of RAM at 
the time, I imported them into ZBrush one by 
one. After initially trying to create the eyelid in 
ZBrush, I went back into Maya and modelled it 
there, too. The low polygon model can be seen 
in FigOI. 

Texturing 

Painting deformations in ZBrush, I presume, is a 
lot of fun with a graphic tablet. I tried this with a 
mouse but just wasn’t satisfied with my sculpting 
results, and so for the detailing I relied mostly 
on deformations which were limited by alpha 
masking, and used bump mapping for smaller 
details. For this approach, properly laid out UV 
coordinates are required. With this approach it 
makes sense to do the texture painting prior to 
the detailing in ZBrush. All colour texture maps 
were 2D painted in Photoshop on top of UV 
snapshots. I painted in 2K and 3K resolution 
and used plenty of reference images from the 


Internet and photographs that I took in a Beijing 
aquarium. The UV mapped model (1 level 
smoothed) can be seen in Fig02, and UV maps 
for all the body parts in Fig03. 

After finishing the colour maps, I painted, or 
extracted from the colour maps, greyscale 
deformations and bump maps for features like 
the wrinkles and bumps that I wanted to model 
in ZBrush. I used these maps to control the 
deformations in the ZBrush tool panel. When 
used as an alpha mask the black areas of 
the mask kept the model unaffected, so the 
deformations only changed certain parts of the 
model. For better control and a more irregular 
look I painted separate maps for different 
features, and layered the deformations on top of 


one another. Sometimes I even used different 
maps for the positive and negative deformation 
values. I imported the models into ZBrush and 
divided them six times. I then applied the alpha 
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Making Of S EA TURTLE 


masking, and mainly positive and negative 
values for Offset, Inflate, Spheres and Taper 
deformations. For the small details and skin 
texture, a modified greyscale version of the 
colour map was added as a bump map on top of 
it. This way, the generated details matched the 
colour textures exactly. The head colour map 
can be seen in Fig04; some deformation alpha 
maps used for masking the neck in Fig05 - 06; 
deformation alpha maps used on the chin, and 
the bump map for head details (based on the 
colour texture map), in Fig07 - 08. 
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parts (white mask parts) of the neck in FiglO; 
the result of several layered deformations on the 
head in Figl 1; and the result of several layered 
deformations on the body in Figl2. 

There was some trial and error involved. On the 
body I ended up using Resym because the right 
shoulder looked good but the left one was not 
so great. When I liked the result, I created cage 
models at level 1 or 2 and exported the models 
in .obj format. I then wrote out 2K normal and 
cavity maps from ZBrush using the ZMapper 
plug-in. The normal map and cavity map used 
for the head can be seen in Figl 3 -14. 

In the end, I think the advantage of the 
deformation map approach when compared to 
free-hand sculpting gives very accurate control 
of the placement of details, especially when 
layering several deformation maps. The details 
fit the colour texture nicely. The downsides 
are the need to paint many deformation maps 
(about ten for the body alone), and having to 
switch back and forth between ZBrush and the 
paint program for every change in deformation. 
Worst of all, there was visible UV-stretching 
when deformations became too large. 


Light Setup 

After detailing, I went back into Maya and set 
up an underwater photograph back-plate, and 
matched the lighting to it. The back-plate can be 
seen in Figl5. 

The Volume light setup used Mental Ray 
physical light and the Mental Ray participating 
Volume shader, applied to a cube. The spheres 
in front of the Volume light were partially 
transparent, because of the visible streaks 
in the light cone. There was also a Fill light 
from below, and an IBL-gradient in the scene. 
The white sphere next to the head was not 
renderable and was used for the eye reflection 
only. The Volume light setup in Maya view port 
can be seen in Figl 6, and the rendering result 
in Figl7. 
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Rendering 

I re-imported the “cage object” models from 
ZBrush and smoothed them in Maya, by one 
level. I used the Mental Ray architectural 
material for all shaders, as non-Mental Ray 
shaders are known to not work well with the 
physical light. I applied the painted colour 
texture and the normal map. The cavity maps 
went into the extra colour as a multiplier. The 
re-imported and smoothed 1 or 2 level cage 
objects can be seen in Figl 8. 


Compositing 


I rendered everything in Mental Ray in 2K 
resolution and 16-bit colour depth. Because 
it’s a still image, there were several passes 
for the lighting. I then put them all together in 
Photoshop. Some render passes: projected 
caustics and self shadow passes can be seen in 


Fig21 
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Figl9 - 20; Volume light and Ambient Occlusion 
passes in Fig21 - 22; and Specular and 
Reflection passes in Fig23 - 24. 

I had to do some painting for the generated 
normal maps and on UV seams in the finished 
image, where I had not ideally placed the 
position of the camera. I finally applied depth of 
field using a Z-map, and used a Photoshop lens 
blur. The result can be seen in Fig2h. 



Katrjn Schmid 

For more from this artist visit: 
http://www.lo-motion.de 
Or contact: 
katisss@gmx.de 
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Experience The Next Generation of NURBS Modeling 


Power NURBS [PRO] 64/32 Plug-in for 3ds Max 

Quickly sketch out your idea with our free form NURBS curve network. Easily, blend or sweep your curves into complex interconnected 
organic shapes. Intuitively re-sculpt your form on the fly while changes automatically propagate through you model. Produce complex 
surface detail by drawing and projecting curves onto your model. Cutaway, intersect, join or Boolean surfaces and solids without having 
to clean up polygon errors. Feel the joy of selecting any edge or set of edges and applying numerous fillet combinations that work and 
with our resolution independent meshing technology never worry about poly count again. Sound too good to be true? Think again. It’s 
all here in Power NURBS, so stop imagining and truly experience the next generation of modeling. 


POWER NURBS PRO 
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I ONLY USE A MOUSE 
FOR MODELLING AND 
PAINTING - I NEVER USE 
A TABLET. I LOVE MY 
MOUSE AND I AM VERY 
COMFORTABLE WORKING 
WITH IT. SOME PEOPLE 
CALL ME 'THE EVIL MOUSE 


In this Making of, Avinash takes on the job 
of bringing one of Carlos Huante’s creature 
concepts to life in 3D... 
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Making Of CREATURE 



Created In: 

3DS Max, ZBrush, Mudbox and Photoshop 

Avinash T. Hegde from India is currently working 
as a Lead artist at Aconygames in Germany, 
and would like to share with us the whole 
process of creating his 3D render of Carlos 
Huante’s creature concept... 



This process will show different stages of the 
complete artwork from a basic 3D mesh, adding 
details using Skymatters Mudbox, to rendering 
the final model in 3DS Max with Brazil, and with 
completed textures in Photoshop. Firstly, I must 
give thanks to the great artist Carlos Huante 
for inspiring me to create my 3D artwork; I am 
a huge fan of his work and I have learnt a lot 
about anatomy, creature design and colours 
from his work. I find his creatures awesome, and 
they have a great sense of anatomy and organic 
form even if they are a fantasy concept. So, hats 
off to Sir Carlos Huante (FigOI)! 




Step 1 

First of all, I started modelling the base mesh 
with proper mesh flow in 3DS Max using 
polygon tools, starting with a box. I also kept 
in mind that the model had quads only, and no 
tris, as it was to be later sub divided in Mudbox 
(Fig02). 


Step 2 

Once I was satisfied with my base mesh, I 
started doing the unwrapping for the mesh in 
Max using the unwrap tools. I made sure there 
were no overlaps or stretching in the UVWs, 
because good UVWs are a must for every major 
step ahead in the process, whether it’s normal 
map generation or texturing. So, I spent quite 
some time on this boring process (Fig03). 
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Step 3 

Once I felt that the UVWs were good enough, I 
started preparing the model ready for exporting 
it into Mudbox for high poly detailing. As you can 
see in Fig04, I set the pivot point of the model to 
the centre and all coordinates to zero. You can 
also see that the model is half built at this point, 
which is because, after looking at the concept, 

I decided to model just half of the creature 
and then mirrored it later on. I also planned to 
show just the profile of the model, as it is in the 
concept (Fig04). 


Step 4 

Fig05 shows a screenshot of the OBJ export 
options. This model, with complete UVW 
mapping, was ready to go into Mudbox in .obj 
format for a higher level of detail (Fig05). 


Step 5 

As you can see, the base mesh was 
successfully imported into Mudbox, and I 
prepared it using a proper naming convention 
- which is very important because everything 
should have a name (Fig06). (Now the fun 
begins! Mudbox Rocks!) 


Step 6 

I subdivided the mesh to 1 level in Mudbox in 
order to start sculpting the details. As you can 
see in the wireframe image (Fig07), the mesh 
density has increased from the original mesh 
that we imported. 
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Fig08 


STEP 7 

(The fun has already begun!) I firstly started 
sculpting and giving mass details to the 
creature. I studied the concept and tried to 
finish the basic mass and shape of the creature 
using a combination of bulge, move and smooth 
brushes to achieve my goals (Fig08). 


Step 8 

As you can see in Fig09, I started increasing 
the level of details. With each and every part, 

I slowly tried to spend more time studying the 
concept and the style of the concept artist, whilst 
also trying to add my own details to the model 
(Fig09). 


Step 9 

I subdivided the mesh again to level 2, and 
started working more details into the model, 
this time adding more flesh and small organic 
details to it. I liked this part a lot; I used normal 
sculpting tools like bulge, soft and smooth 
brushes (FiglO). 
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Step 10 

More subdivision; more details. This time I 
concentrated on doing skin folds, stretches, and 
things like pores and boils. I am totally in love 
with Mudbox, and doing this has never been 
easier (Figl 1). 


Step 11 

Satisfied with the detail of the model, the next 
step was to generate a nice normal map. Figl2 
shows the settings and the image size of the 
normal map; I specified subdivision level 1 
as my low poly mesh, and used the highest 
subdivision level as my high poly mesh. The 
normal map generated was my base bump and 
diffuse map. I hit the operation button and the 
map was ready in the path I specified (Figl2) 

- it’s so simple! 


Step 12 

As you can see in Figl3, I then exported the 
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level 1 mesh from Mudbox into 3DS Max. This mesh has higher mesh 
density than the original base mesh and has more mass details (Figl3). 


Step 13 

The mesh was imported into 3DS Max using the .obj import option. It was 
then ready to have a shader pass on it and I was able to test the normal 
map that I had generated (Fig14). 


Step 14 




Figl 5 shows the test render of the mesh. I applied a skin shader from 
Brazil’s rendering 
system. I always 
use this shader 
with creatures and 
characters because 
it is easy to use 
and gives some 
awesome results with 
subsurface scattering, 
and has a real skin¬ 
like quality (Figl5). 
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Step 15 

The above (Figl6) image shows the normal map 
generated in Mudbox, plugged into the shader, 
and the test render shown with the model. I left 
this here at this point, as later on I planned to 
tweak the shader more with more detail, once 
I was done with the diffuse map and lighting 
(Figl6). (See you soon, Shader!) 


Step 16 

I then mirrored the mesh and started modelling 
the mouth, along with other important small 
details which were to bring more life into this 
creature (Figl7). 


Step 17 

I added more details to the model, like the teeth, 
and those spikes on his back. The creature 
received all of his beauty elements at this stage 
-1 love that he has lots of teeth to eat puny 
humans! The next step was to add some colour 
to it, and so I moved into Adobe Photoshop 
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- another program which I love and cannot do without (Figl8). 


Step 18 




Step 19 

Fig20 shows the screenshot of the Brazil skin 
shader preview in 3DS Max. I then had to set up 



Now it’s time to colour! As you can see in Figl9, I used the normal map, 
which was generated in Mudbox, as a base for all maps; I desaturated 
the normal map and generated a fake occlusion (which works for me) 
and started hand painting the colours. By the way, I only use a mouse 
for modelling and painting -1 never use a tablet. I love my mouse and 
I am very comfortable working with it. Some people call me the ‘Evil 
Mouse Guy’. So, I started painting organic flesh colours whilst checking 
a lot of reference material from Carlos Huante 
to see how he used interesting colours for 
his creatures. I also kept all of my layers for 
different colours so that I could tweak them. 

Details like spots and strokes were also added 
on a different layer so that I could tweak or blur 
them later. To test the colour in the 3D renderer, 

I plugged it into the skin shader (Figl9). 
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the lights, as can be seen in Fig 20. I was then 
ready to hit Render. 


Step 20 


Before, the screenshot from 3DS Max showed 
my lighting setup from the top and perspective 
view. I was using four spotlights and on,e Brazil 
light. I then hit Render from the camera view 
t selection (Fig21). 


Now, Fig22 is what I call a test render! It all 
started coming to life at this stage. I then started 
to think about adding extra visual elements to 
the creature like slime, hair and a ground - so I 
got stuck into creating them (Fig22). 



STEP 22 

As you can see, all of the extra visual elements 
were added like slime and hair, and also 
shading for the teeth and spikes was also 
done. They used the same Brazil shader with 
simple diffuse, and the material on the slime 
was done using a Brazil standard shader with 
transparency and a high specular 
value. I modelled the hair 
because it was very 


Finally, I was done with the render and was 
happy with the way it was looking. I hope you 
have enjoyed the entire process and that it 
has helped you in some way. I have really 
enjoyed creating this artwork as I was totally 
in love with the concept, and I hope to have 
given justice to the artwork of Carlos Huante 


- he is a great artist. I would also like to thank 
Skymatter for giving us Mudbox, which is a 
really awesome sculpting software - easy to use 
and really powerful; 3DS Max, which provides 
all of the necessary basic 3D front-end utilities; 
SplutterFish for the Brazil rendering system; 
and Adobe Photoshop. I also want to thank my 
Father, who has always believed in me and 
supported me. 



minor, and I was 
then ready 
for the final 


render 


(Fig23). 


AVI NASH HEGDE 


For more from this artist visit: 


http://www.avinash3ds.blogspot.com 
Or contact: 
avinash3ds@yahoo.com 


Fig23 



"Libera tu taiento, 
modela tu destino y 
renderiza tu futuro" 




JAC3D 


Animacion 3D y Efectos Visuales 

"This announcement for Oscillon School is for a Spanish 
speaking school, where classes are taught in Spanish. 
Students at this school will need to have a good under¬ 
standing of this language." 


OSCILLON 

SCHOOL 

El mercado actual exige 
profesionales especializados y 
Oscillon School te permite adquirir 
los conocimientos generates y la 
especializacion adecuada a tu 
taiento. 

- Profesores en activo de alto 
nivel. 

-1.800 Horas de clases (1 aho 
intensivo) 

- Las tecnicas mas avanzadas en 
modelado, animacion, iluminacion 
y render fotorealista. 

Todo ello unido a una formacion 
solida en conocimientos de estetica 
y arte, haran de ti un artista 
profesional. 

Oscillon es la primera escuela en 
Espaha con formacion general y 
especializacion en el mismo curso, 
aplicando el sistema educativo de 
las mejores academias de USA y 
Canada. 

Deja fluir tu taiento aprendiendo 
con los mejores para trabajar con 
los mejores. 



OSCILLON SCHOOL 
C/ Virgen del Socorro,27 - Entlo. - 03002 ALICANTE (Espaha) 
Tel. + 34 966 592 992 - escuela@oscillonschool.com 

www.oscillonschool.com 
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Ferrari F4 2000 Michael Schumacher Making of 
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Ferrari F-l 

2000 Michael Schumacher 


Created in: 

V-Ray, Adobe Photoshop CS2 


Introduction 

Formula One cars are always fascinating me by 
their technology, shape and speed. Drivers are 
not only required to have superior driving skills, 
but must also have sharp focus, fast reactions, 
and high fitness levels. To be on top of the 
game you need more than to simply become a 
superstar. 

The image, Ferrari F-1 2000 Michael 
Schumacher, was inspired by the moment when 
Michael Schumacher crossed the finish line of 
the 2000 Formula One Australian Grand Prix. 


STARTING POINT 

To begin this project, I started by collecting as 
much reference material as I could possibly find 
(images, technical data, and even the box of 
a Tamiya FI-2000 scale model) (FigOI - 04). 

I chose to use V-Ray for this particular project 
due to its fast and amazing quality renders. 
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Modelling 

The modelling process was smooth and easy 
due to large amount of reference material that I 
had with me. The entire modelling process was 
done in editable poly. I also set up the basic 
lighting and camera during the modelling stage, 
as this helped me to judge the accuracy of the 
shape from different angles (Fig05 -12). Logos 
on the car were collected from images on the 
Internet and sponsors’ websites. 

Texturing 

After the modelling part came another exciting 
part of the project: UV unwrapping and texturing, 
To unwrap the car wasn’t too difficult, I just 
had to make sure that there were no logos 
being stretched or flipped up-side down. The 
environment textures, such as the background 
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drop (crowds), grass, road surface and so 
on, were all real photographic references and 
textures - all done in Adobe Photoshop CS2 
(Fig 13 -15 & Fig16a - d). 


Lighting/ camera Angle 

Before I started playing around with lighting 
and camera angles, I had a look some of the 
most famous motor sport websites, such as 
Sutton Images, Cahier Archive and many 
others, to study camera angles and composition 
in order to get the right feel for the speed and 
excitement of the sport. To begin with, I set up 
several cameras around the car; low angle, 
fish-eye, wide angle, birds-eye view, side 
view, and I made some renders to see which 
angle came in the best. I then used the initial 
lighting, which I had already set up previously, 
and started playing around with the shadow 
angle, brightness, contrast, and also started 
testing the reflection with an HDRI map. I had 
a look at several V-Ray tutorials on the Internet 
which covered the setups for realistic paint 
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reflections. For Formula One cars, the paintwork 
is extremely glossy. I tried not to overdo the 
reflection, because sometimes bad reflections 
can kill the realism. 



Figl 7 shows the basic V-Ray material setup for 
the main body of the car. After I had done the 
material setup, it was then time to test whether it 
worked with the environment and camera angle. 
Sometimes, during a high-speed shot, you don’t 
see much reflection from the car if the camera is 
not close enough to the car’s surface to cause 
one, so I started by setting up a scene with the 
camera angle which I had chosen to use for the 
final render. I used three spheres to test the 
material; red and white are the main colours 
of the car, so I picked the texture for the main 
body and the texture for the front wing to test 
the reflection. I adjusted the material settings to 
get it looking right in the scene (Figl5 and 26). I 
chose V-Ray for the rendering and lighting, and 
was amazed by the simplicity of setting up the 
exterior light and HDR for the scene. The main 
Key light (sunlight) was positioned in the scene 
and was used to test shadows and the camera 
angle, and the HDR map was then positioned 
where the Key light had been placed. 

There are a lot of tutorials available on the 
Internet about setting up exterior lights using V- 
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Ray, and tutorials about HDR, so I won’t spend 
time discussing these processes in this article 
for this reason (Figl 7 - 25). 
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FINISH LINE 

After all the hard work had been done, it was 
then time to click the render button and sit back 
and enjoy the final artwork (Fig26 - 28). 


Raymond Yang 

For more from this artist contact: 
bignanfer@hotmail.com 
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On no van Braam 
Caries Piles 
Alex Huguet 


Tutorials 

Advanced View Camera 
Tutorial for High Res 
Rendering 

by Thomas Mangold 


GALLERIES 

another 10 of the best Images 
from around the world. 


Making Of's 

Old Men 

byKEPSEL 

PLUS MUCH MUCH MORE!! 
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VISITWWW3DCREAriVEMAG.COM FOR FULL INFORMATION AND TO 
PURCFiASE CURRENT AND PREVIOUSJ^UE^fe?)R ONLY $4 US EACH! 

Image : Carles Piles 


























You've read the articles, you've learnt from the 

TUTORIALS, NOW GET THE JOB YOU'VE ALWAYS WANTED!” 

Employers! If you have a position that could be potentially filled by one of 3DCreative Magazine’s 20,000+ talented readers and 

would like to advertsie here then please contact lynette@zoopublishing.com 







RECRUITMENT 


Give yourself a flying start 

As a specialist recruiter to the video games and interactive entertainment 
market, Aardvark Swift are committed to help you find your dream job. 


Established in 1989, Aardvark Swift is the UK’s longest 
established interactive entertainment recruitment 
consultancy. The market leader in the video games 
industry, Aardvark specialises in finding the best in 
industry talent in a vast range of creative roles for both the 
console and mobile games markets. 

Whether you are an Artist, Animator, Designer or Producer, 
we have the perfect role available for you in what is a fast- 
paced and exciting industry. We have roles both in the UK 
and abroad (as far a field as Australia!), so if you are looking 
for your next exciting challenge, and want to enjoy an 
excellent salary, benefits and work environment, give us a 
call and we’ll be more than happy to help you out! 


www.aswift.com 01709 876877 

Aardvark Swift Recruitment Silicon House, Farfield Park 
Rotherham, South Yorkshire S63 5DB 




Top Games Jobs 

We are managing all of Sony Computer Entertainment Europe's development 
recruitment. Their UK studios offer unrivalled development facilities and a 
creative environment. They currently have art roles available in London and 
Liverpool to work on the next generation of creatively advanced games. 

They currently require: 
Lead Artists/Art Managers 
Animation Director 
Technical Artists (MEL Scripting) 
Senior Environment Artists 
Concept Environment Artist 
Visual FX Artist (Maya Particles/Dynamics) 
Video Processor/Editor (Final Cut Pro) 

Contact Paul: 
3dcreate@datascope.co.uk 

our expertise: your development 

datascope - recruitment specialists for interactive entertainment 

London + 44 (0) 20 7580 6018 info@datascope.co.uk 
Chicago +1 312 587 3020 info@datascopeUSA.com 



Winners 

2005 


SONY 




TeXTUte At2TX$T$- 
Y/OUU7 YOU MW TO A CAU TO AM$ YiXTH 
A PAST OeOtNXNO 90 PHOPUCTXON COMPANY ? 


MUU? YOU LXKe TO JOXN A PYNAMXC TCAM 
THAT MAKCS XNNOYATXVC PHOPUCT9 ANP 

MAKe Moee than a kxnos shxuxno ? 


roe More xnaohma txon.- 

http://www.vanishingpoint.biz/developerbenefits.asp 


STUDIOS 


Krome Studios is Australia’s largest 
game development studio. We now 
boast 4 project teams, over 200 talented 
people and an increasing presence in the 
worldwide game development industry. 

We are always looking for talented and 
experienced game developers to join 
our teams. 

If you share our passion for games 
and would like to work on high 
profile titles in conjunction with 
the top 5 publishers in the world. 

-We want to hear from you! 


For more information on available 
positions and how to apply 
please visit our website: 

www.kromestudios.com 



TY the Tasmanian Tiger and the Krome Studios logo are trademarks of Krome Studios Pty, Ltd. © 2006 Universal Interactive, ificf S^tro and related 
characters are™ and © Universal Interactive, Inc. All other trademarks are the property of their respective owners. All Rights Reserved. 
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Want to hit a home run in 
the games industry? 'Jj; 


Join Kush ^ 

Games as a 3D 
Artist and start 
working on AAA titles 
for the 2K Sports lineup. 
Help us hit another one out 
of the park! 


Please send applications to: 


Attn: Art Director 
Kush Games 

5155 Camino Ruiz, Suite 200 
Camarillo CA 93012 


or email: arttalent@kushgames.com 
www.kushgames.com 


^ Now hiring... you? 





/"/ . ^ 


'd2i. 


NCsoft is seekifi^t^fented artists to join its 
seasoned tea \ai ofThdustry professionals led by 
famed design^rand/programmer Richard Garriott. 
This is an Qxcmna/npportunity to work in a highly 
creative^nvirorjmdnt at NCsoft’s headquarters in 
Austiflf^/5<, concept art studio in Santa Monica, 
> CA, or development studio 
in Aliso Viejo, CA. 


CURRENT OPENINGS 
Senior 3D Character Artists (TX and CA) 
Senior 3D Environment Artists (TX) 
Senior Environment Concept Artists (CA & TX) 
Character/Creature Concept Artists (CA) 
Senior Animator (TX) 

Animators (CA) 

User Interface Artist (CA) 


To apply, please send resume and 
reel/portfolio/link to on-line portfolio to: 

Jobs-la@ncsoft.com 

visit www.plaync.com/jobs/jobs.html 
www.plaync.com 



crouc* ms *- 

wan? 


www.opmjobs.com 




WOULD YOU LIKE TO ADVERTISE YOUR JOBS HERE 
FOR FREE? CONTACT : lynette@zoopublishing.com 



Films, Video Games & Multimedia A Jobs Forum 


3DJobs.ca 


CURRENT OPENINGS: 


iaracter Animator 
LcG Programmer 
\ 3D Modeler 
B VFX Artist 
I 3D Animator 
ftechnical Director 
Environment Artist 
¥ Sound Designer 
j Game Developer 
l Texture Artist 
Character Rigger 
fmghter 
“Jpupervisor 
* VFX Coordinator 
Producer 

3^^^and more... 


Character Design By: 
Zach du Toit, 
Newcastle, UK. ss 
zach@zachdt3d.co.ul 
Zach is currently . 
looking for a 3D A 
Character DesjfvJ 
position in the x 
UK. area. % " 


ft The free professional job forum for Artists and Studios. 
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PUBLISHING 


Is a Company publishing downloadable online 
magazines. It is based in the West Midlands 
in the UK. Zoo currently produces two online 
downloadable magazines, 3dcreative and 
2dartist. Zoo’s intention is to make each issue 
as full of great articles, images, interviews, 
images and tutorials as possible. If you would 
like more information on Zoo Publishing or It’s 
magazines, or you have a question for our staff, 
please use the links below. 

Contact information 

www.zoopublishing.com 
www.3dcreativemag.com 
www.2dartistmag.com 
Editor > Ben Barnes 
ben@zoopublishing.com 
Assistant Editor >Chris Perrins 
chris@zoopublishing.com 
Content Manager >Warin Pismoke 
warin@zoopublishing.com 
Marketing > Lynette Clee 
lynette@zoopublishing.com 

PARTNERS 

If you have a CG Community website, and 
would be interested in reselling 3DCreative or 
2DArtist magazine please contact Lynette Clee 
on the eMail address above. 
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‘3D Environment Lighting’ is our new 6-month tutorial 
series. Over the course of the next six months, this 
series will be detailing techniques on lighting an 
environment under a number of different conditions. 
Each month we will cover a step-by-step guide to 
setting up lights, aimed at portraying the scene in a 
specific manner. The various tutorials will be tailored 
to specific software packages and each will aim to 
show a comprehensive and effective way of lighting 
an interior of a ship that includes both natural and 
artificial light. These will include a sunny afternoon, 
sunset, moonlight, electric light, candle light, and 
finally a submerged submarine light. The schedule is 
as follows: 

Issue 023 July 2007 

Natural ExteriorLighting 
Sunny Afternoon 


f Issue 024 August 2007 

Natural ExteriorLighting 
Twilight 


Issue 025 September 2007 

Natural ExteriorLighting 
Moonlight 


Issue 026 October 2007 

Artificial Interior Lighting 
Electrical 


Issue 027 November 2007 

Artificial interior lighting 
Candlelight 


Issue 028 December 2007 

Artificial Exterior Lighting 
Underwater 


Enjoy... 




Natural Exterior 
Lighting 

part l: Sunny Atternoon 


Fig 01 


Welcome to the first part of this new set of 
tutorials. This month, we’ll take a look at how 
to set up “sunny afternoon” lighting for our 3D 
environment. Before we start, I suggest we find 
some good reference material for our project. 

In Google, simply Search Images for “sunny 
afternoon” to discover some pictures which will 
give you an idea as to how light behaves at this 
time of the day. Even better, why not just go 
outside and examine how the light is behaving 
in the real world? ... 

_ Fig 02 

1. Let’s start by taking a look at our scene. 

Open the Ship Cabin_Part1_Starting.max 
scene (download can be found at the end of 
this tutorial; click on the Free Resources logo) 

(FigOI). 

2. Examining the 3D scene, we can see that 
there are three main light sources (Fig02); the 
large opening in the ceiling, the small circular 
window, and the rectangular window on the 
back wall. We won’t consider the artificial lights 
in the scene for this part, as this will be covered 
in following parts of the tutorial. 




3. We will use the Mental Ray Tenderer for our 
scene, so let’s start by activating it before we 
get to work on the lighting in our scene. Open 
the Rendering panel (use the F10 short-cut 
key), scroll down into the Common tab, and click 
on the button with the three dots in the Assign 
Renderer roll-out menu. A browser window will 
open; select Mental Ray Renderer and click the 
OK button (Fig03). 


Fig 03 
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4. Since we’ll be doing a lot of rendering tests 
in this project, we can’t wait too long for each 
render. We therefore need faster feedback to 
make any adjustments and changes. So let’s 
set the rendering size to 320 x 240 - this way it 
will render faster. We’ll increase the resolution 
only for the final renders. Open the Rendering 
panel again and set the Output Size to 320 x 
240 (Fig04). 



Fig 05 


5. If we render the scene now, we’ll see just the 
default lighting since there are currently no lights 
in the scene (Fig05). 



Fig 06 


6. Create a Target Direct light and position it as 
shown in Fig06. 


yvww.3dcreativeiiriag.com 


Page 137 


Issue 023 July 2007 


































































































: Sunny Afternoon 3D ENVIRONMENT LIGHTING 


7. Enable Shadows and set its type to Ray 
Traced Shadows. Set the light Multiplier to 2 
and change the colour to something like R=255, 
G=246, B=218. You will also need to copy the 
parameters for Hotspot and Falloff from those 
detailed in Fig07. 
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8. Render the scene again (Fig08). Now we 
can see our main light source (the Sun) coming 
from above and casting shadows into the ship’s 
cabin. The scene is almost totally black, so we 
need to create at least one other light source 
coming in from the two windows on the back 
wall. 



9. Create an Omni light and position it as 
shown in Fig09, right between the two windows. 
Make sure that the light is inside the cabin, as 
we need it to light that area slightly. Set the 
Multiplier to a low value, like 0.15, and its colour 
to R=255, G=242, R=208. Make it cast Ray 
Traced shadows and enable the Use and Show 
options for the Far Attenuation. Also, set the 
Start to 1,92 and the End to 9,44. 
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Fig 10 



10. Render the scene again (FiglO). Now there 
is much more light, especially at the back of 
the cabin, but the scene is still way too dark. 
We need some bounces of light over the entire 
scene. 



11. Create a sphere that surrounds the whole 
scene (Figl 1). 



12. Make the sphere an Editable Poly object, 
and then select the lower half’s polygons and 
delete them (Fig.12). 
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Fig 13 


13. Select all of the polygons (Ctrl + A) and flip 
them using the Flip command in the Command 
Panel (Figl3). We’ll assign a self-illuminated 
material to the sphere, so we need its polygon 
to point inwards. 



14. Open the Material Editor and create a new 
Standard material. Name it “Dome” and change 
its Diffuse colour to something like R=255, 
G=245, B=203 (Fig14). Also, set its Self- 
Illumination value to 100 (Figl4). 


15. Open the Rendering panel and switch to 
the Indirect Illumination tab and enable Final 
Gather. Set the Preset to Draft and render the 
scene. This time the render will take a little 
longer, since we enabled the Final Gather 
feature of Mental Ray. This option takes care 
of the secondary bounces of light, or indirect 
illumination. We have some more bounces of 
light in the scene, but it’s still too dark (Figl5). 



Fig 15 
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16. Set the Final Gather Multiplier to 3 and 
render again. Now we have some more light, 
but we need to tweak the FG parameters a little 
(Figi6). 
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Fig 17 


17. Set the Diffuse Bounces to 10 and render 
again. Now there’s a fair amount of light in the 
cabin, and we start to see objects that were 
much too dark before, like the seat on the left 
(Fig 17). 



Fig 18 


18. Set the Diffuse Bounces to 20 and increase 
the Direct Target light’s Multiplier to 4. Render 


the scene again (Figl8). 
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19. Since we increased the light’s Multiplier, 
it is now “over-burning” the areas where it 
directly hits the surfaces. So let’s change the 
light’s colour to something warmer and more 
saturated, like R=255, G=231, B=159. Also, 
make sure that H=32, S=96, and V=255. Render 
the scene again. Now it looks better (Figl9). 
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20. To add another little bit of light, we can 
add some value to the Ambient light. Open the 
Rendering/Environment tab and set the Ambient 
value to a very dark colour, as shown in Fig20. 
The brighter this value, the more over-exposed 
the rendering will be, so do not exaggerate the 
effect. 



21. Now we can start making some test renders 
with a higher resolution. Set it back to 640 x 480 
and render the scene (Fig20). 


Fig 21 
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22. Since we are getting close to our final 
render, we now need to increase the level of 
detail and quality. Let’s start from the Anti- 
Aliasing filter. Open the Rendering panel and 
go to the Renderer tab. Set the Filter to Mitchell 
and the Min/Max to 16/64. Also, lower the 
Threshold values as shown in Fig.22. This time 
it will take a little longer to render the scene, but 
you will see a lot of details that were lacking in 
previous renders. 




^□JxJ 


Doc: mOK/LTBM 


23. Now let’s raise the quality of the Final 
Gather. Set the Preset to High and render again. 
It will take even longer to render than before, but 
the final image will be much better in terms of its 
quality and detail (Fig23). 


24. Now that we have a pretty good lighting 
setup for our scene, we can start to tweak the 
final render with 2D software, like Photoshop. 
Open the rendered image in Photoshop, 
duplicate the original layer and Desaturate it, as 
shown in Fig24. 
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25. Adjust the Levels until you get something 
similar to Fig25. We just need to extract the 
areas of the image with more light. 


Fig 25 
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» 21 


26. Change the Blending mode for the top layer 
to Screen and apply a fair amount of Gaussian 
Blur (Fig26). 


27. Set the top layer’s opacity to a lower value, 
and change the Hue & Saturation to something 
warmer (Fig27). 
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28. Go back to 3DS Max now and reset the 
Rendererto the Default Scanline. Create a new 
Standard material in the Material Editor and 
set its Diffuse colour to pure black. Assign this 
material to every object in the scene. Select the 
main Spot light, go to the Environment menu 
and add a Volume effect. Pick the Spot light and 
render the scene. You should get something 
similar to Fig28. 



29. Import this new render into Photoshop and 
put it right between the top and bottom layer. 
Also, set its Blending mode to Soft Light and its 
Opacity to 69 (Fig29). 



i zi • - 1 •• i > 1 


Lock: □ * Q F : | 100% | ► | 


Background Q 



30. If you want, you can improve the exposure 
of the picture with the Exposure tool in 
Photoshop. 
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‘3D Environment Lighting’ is our new 6-month tutorial 
series. Over the course of the next six months, this 
series will be detailing techniques on lighting an 
environment under a number of different conditions. 
Each month we will cover a step-by-step guide to 
setting up lights, aimed at portraying the scene in a 
specific manner. The various tutorials will be tailored 
to specific software packages and each will aim to 
show a comprehensive and effective way of lighting 
an interior of a ship that includes both natural and 
artificial light. These will include a sunny afternoon, 
sunset, moonlight, electric light, candle light, and 
finally a submerged submarine light. The schedule is 
as follows: 

Issue 023 July 2007 

Natural Exterior Lighting 
Sunny Afternoon 


Issue 024 August 2007 

Natural Exterior Lighting 
Twilight 


Issue 025 September 2007 

Natural Exterior Lighting 
MOONLIGHT 


Issue 026 October 2007 

Artificial Interior Lighting 
Electrical 


Issue 027 November 2007 

Artificial interior lighting 
Candlelight 


Issue 028 December 2007 

Artificial Exterior Lighting 
Underwater 


Enjoy... 






Natural Exterior Lighting 
Part 1: Sunny Afternoon 


Fig 01 


Welcome to this new series of tutorials which 
we will follow over the next six months. These 
tutorials are all devoted to lighting. In fact, 
we will learn how to illuminate a scene under 
different environmental conditions. As you 
already know, when illuminating a realistic 
scene, the use of the Global Illumination is 
required. Fortunately, Cinema 4D offers a 
solution which is pretty quick and simple to 
obtain renders of a high quality - you just 
have to be patient though, because Global 
Illumination means longer render times! In this 
first tutorial we are going to illuminate a ship’s 
cabin using natural exterior light - the Sun. The 
environmental condition for this will be sunlight 
flooding through windows on a sunny afternoon. 

1. First of all, open the scene (download can 
be found at the end of this tutorial; click on the 
Free Resources logo) and examine it. You can 
see that in the cabin there is an opening in the 
ceiling. The Sunlight will illuminate the room 
by flooding through this opening in the ceiling. 
Since we are using Global Illumination, we have 
to turn off the Auto Light (Render Settings > 
Options > Auto Light: Off). I then suggest you 
also disable the Anti-aliasing (AA) parameters 
(Render Settings > Anti-aliasing: None) as this 
will allow you to save time in the rendering 
phase. We will enable the AA for our final render 
(FigOI). 

2. Before inserting the sunlight, add a Sky object 
in the scene, and then assign to it a material that 
has a Gradient as a texture in the Illumination 
Channel (Fig02). This Sky object will generate 
the Global Illumination. 

3. This one Sky object cannot represent the 
illumination system. In fact, Fig03 shows 
how dark the room is with this. Since the 
environmental condition here is a sunny 
afternoon, we need a light source that will 
simulate the Sun. You can see from Fig03 that 
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Fig 04 




I changed the default settings of the Global 
Illumination. These low settings allow us to 
render in a shorter time, and we will therefore 
use these settings for quick tests. 

4. As I mentioned before, we have to insert 
sunlight into the scene, so from the main menu 
(Objects > Scene) choose the Infinite Light. 

Set up the Shadow as Raytraced (Hard). In 
reality, when an object is illuminated by direct 
light from the sun, it will cast clean shadows 
and their edges will be defined. When an object 
is illuminated by indirect light, its shadows will 
be blurred and its edges will be less defined. 
The definition of the edge of the shadow also 
depends on the height of the objects. The 
colour of the light is a very bright yellow and its 
Intensity has been set to 100% (Fig04). 

5. Now position the Sun Light, as shown in 
Fig05. Its inclination angle is set to about 55°. 


6. Let’s make a test render now, just to help 
explain what I talked about in the previous 
paragraph (Fig06). You can see from image how 
the edges of the shadow are well defined. 


www.3dcneativemag.cx)m 


Page 150 


Issue 023 July 2007 






















































































































Fig 07 


7. You will notice that the room is still very dark. 

If we want to obtain a realistic render, we will 
have to increase the values of the parameters of 
the Global Illumination. The higher the values, 
the longer the render time will be. Since we want 
to find compromise between quality and time, I 
will add a new light, as shown in Fig07. 



8. I will call this new light, “Window”. Position 
the Window Light in correspondence with the 
opening in the ceiling, as seen in Fig08. In the 
Light properties, change the default type to 
Area, as shown on the bottom right of Fig08. 


Fig 08 


9. You will now notice that the shape of the 
light is a rectangle. Position the Window Light 
as seen in Fig09. The size of the light must 
cover the whole opening, and the light must be 
positioned in correspondence with the bottom 
edges of the hole, as shown on the top left of 
figure. This light has the job of spreading the 
sunlight. Think about an object that, when it is 
hit by sunlight, it multiplies the light - it acts as a 
sort of amplifier, or multiplier... 
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10. Go back now to the properties panel of the 
Window Light. Change the default colour and 
increase the Intensity, as seen in FiglO. Choose 
Shadow as the Area type. This shadow is the 
blurred type that we spoke about in paragraph 
4. You will now notice that, in the cabin, some 
objects are directly being hit by the Sun Light, 
and these objects will cast Raytraced shadows. 
The rest of the cabin will cast soft shadows, 
thanks to the Area light. You may change the 
shape of the Area light, as seen on the left of 
figure, but in this example the shape of the 
Window Light will remain a rectangle. 





Fig 12 


11. Let’s now make a render to see how things 
are going... Well, the room is much brighter now. 
You can see that the shadow of the staircase is 
better defined than the shadow of the column, 
and this is the practical demonstration of the 
concept that I explained previously. 


12. Now, the scene is missing something 
that will make it more realistic. In the next 
paragraphs I am going to show you a trick that 
gives a nice realistic mood to a scene. For now, 
add another light, as shown in Figl2. I called 
this light, “Volumetric”. This light will have the 
task of simulating the volumetric effect of the 
sunlight. 
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13. In the Light properties, change the default 
settings, as seen in Figl3. Choose the Parallel 
Spot type with Shadow Maps and Visible Light. 

In this case, the visible light will be Volumetric. 
This light should not produce shadows, however 
if we disable the shadows, the light will cross 
the walls. So, change the default values of the 
Resolution of the Shadow Map, as shown on the 
right of Figl3. This will allow you to have some 
almost non-existent shadows. 



14. You can now see from Figl4, that the shape 
of this light is similar to a cylinder, and it fits 
for the type of effect that we are looking for. 
Position the Volumetric Light, as seen in Figl4, 
and give it the same rotation values that the Sun 
Light was given. 


Fig 14 



USD 


❖ AO 


.am era; 


Rotation 


0 cm 


1 173.106* 

zl 

Ocm 

ilF 

' -55.257* 

*1 

Ocm i|B 

lo.OI * 

4 

Size 


Apply 

1 


15. Finally, change the default colour of the 
Volumetric Light to yellow - a bright yellow - as 
shown in Figl5. 


Fig 15 
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Fig 17 


17. This light will not produce light, so go into 
its properties and check the No Illumination 
parameter. In this case, we won’t need to worry 
about shadows because this type of light won’t 
cast any. 



18. Now make a render to see how things are 
going (Figl8). We can see that the ray of light 
enters into the room just as it would in the real 
world. This volumetric effect gives the scene a 
realistic mood. 
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19. Our Lighting Rig is finally complete. To 
summarise, our scene has three lights and an 
object sky. The object sky produces the Gl, the 
Sun Light simulates the Sun, the Window Light 
multiplies the light of the Sun Light and, finally, 
the Volumetric light gives the scene a volumetric 
light effect (Figl9). 



20. We are now ready to make tests renders. 

In Fig20, I changed some parameters of Global 
Illumination, to: Stochastic Sample = 300; Max. 
Resolution = 100. 



21. Before launching the final render, we have to 
enable the AA. In Fig21 you can see the settings 
of the Anti-aliasing. 
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Fig 22 



22. I added a Post Effect for the final render. 
This Post Effect is a Glow, and if you appreciate 
it you may also wish to add the same glow to 
your own scene. You can find this effect in the 
Post Effect list, as shown in Fig22. 
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Fig 23 


23. Now it’s time to change the Global 
Illumination settings for our final render (Fig23). 



24. This is the final result after a 4-hour render 
(Fig24). We can now stop here, because the 
final image fully satisfies our intended goal 
(Fig24). 
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That’s all for this month. I hope you’ve enjoyed this 
part, and I look forward to working with you again 
next month! 
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lightwave 


‘3D Environment Lighting’ is our new 6-month tutorial 
series. Over the course of the next six months, this 
series will be detailing techniques on lighting an 
environment under a number of different conditions. 
Each month we will cover a step-by-step guide to 
setting up lights, aimed at portraying the scene in a 
specific manner. The various tutorials will be tailored 
to specific software packages and each will aim to 
show a comprehensive and effective way of lighting 
an interior of a ship that includes both natural and 
artificial light. These will include a sunny afternoon, 
sunset, moonlight, electric light, candle light, and 
finally a submerged submarine light. The schedule is 
as follows: 

Issue 023 July 2007 

Natural Exterior Lighting 
Sunny Afternoon 


Issue 024 August 2007 

Natural Exterior Lighting 
Twilight 


Issue 025 September 2007 

Natural Exterior Lighting 
Moonlight 


Issue 026 October 2007 

Artificial Interior Lighting 
Electrical 


Issue 027 November 2007 

Artificial interior lighting 
Candlelight 


Issue 028 December 2007 

Artificial Exterior Lighting 
Underwater 


Enjoy... 





Natural Exterior Lighting 
Part 1: Sunny Afternoon 


Fig 01 


In this tutorial, I am going to show you an 
example of how to create a warm and friendly 
lighting condition, such as you would find on a 
sunny day. Our scene is a ship’s interior, and 
what we looking to achieve is the lighting effect 
of a “sunny afternoon”. We are using the latest 
Lightwave version 9.2, but you should be able to 
follow this tutorial with older versions, as well. 


1. Have a look at the 3D model we are using 
for this tutorial (download can be found at the 
end of this tutorial; click on the Free Resources 
logo). It is fully closed on all sides, has a 
very large opening in the roof, and two small 
windows in the door (FigOI). 


Fig 02 


2. When you look through the camera, try to 
imagine what you would like to achieve, here. 
This scene is very versatile; it can be a room 
inside of a ship, but it could also easily be a 
scene on a deck with direct sunlight shining onto 
it. These different approaches will dramatically 
change the that way in which we would light the 
scene, of course. As the title suggests natural 
exterior lighting, we finally decide upon the 
interior scene with light coming in through the 
windows. 


In this scene, there will only be very few lights. 
When there is no direct light, the scene will be 
dark. This can be avoided using Indirect/Diffuse 
lighting (Fig02). 


Fig 03 


3. We start with the Ambient light. Change 
the colour to blue and make sure the intensity 
is set to around 5%. We now need the direct 
sunlight, which will be the most important factor 
in this scene. Change the default Light Type to 
Area, and choose a light orange colour for it. 
Lightwave 9.2 Area Lights are not that strong 
now, so we are going to use a Light Intensity of 
around 180% (Fig03) as compensation. 
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4. The placement of the Sun determines the 
mood of the scene. I placed the Area Light 
directly above the entrance of the stairway. 
The angle should be rather low, as the scene 
is supposed to be set in the afternoon. I chose 
the placement of the light to be on the left 
side, shining down the stairway, so that the 
light shines right into the room. Because the 
light shines onto the stairs, it also throws their 
shadow onto the ground (Fig04). 



Fig 05 


5. Now make a test render to see what we have 
achieved with this single light. The scene is 
almost black; only the bright light from the sun 
shines in from the top (Fig05). 



6. What is crucially missing here is the visibility 
of the scene itself. So, we need to bring in more 
light. Add 2 Point lights; one for light that comes 
through the side window and the door (called 
Fill), and another one to simulate diffuse light 
in the dark part of the room (this one is called 
Shadow). As you see, both lights are inside 
the room and only serve to brighten up certain 
areas, like the Ambient light (Fig06). 
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7. The Fill lights is given a light orange colour, 
as it is supposed to be the same sunlight as 
from above. It has a Linear Falloff Range of 6 
metres, which is the space between the window 
and the wall where the camera is. The Shadow 
light is given a very light blue colour (almost 
white). The Intensity Falloff is set to Inverse 
Distance and the nominal range is 3 metres. 
This makes the light very strong across the 
whole room. The intensity for both lights can be 
the default (50%), and we can change this later 
on. The Shadow Type is currently turned Off 
(Fig07). 
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8. Make a test render again. It’s much better 
this time! Now you can see some details of the 
room, whilst the sunlight is still a key element. 
The principal mood is already what we’re 
looking for, but right now the scene doesn’t look 
very realistic and you can easily distinguish 
the 3 different lights that we have placed in the 
scene (Fig08). 


9. We are now going to use Radiosity to make a 
transition between the light sources, and also to 
create the diffuse light that we would have in a 
real life environment such as this. We also need 
a bright background for the Radiosity to work, 
so go to Backdrop and create a Gradient. I am 
using bright blue colours here, as you would 
have these on the sea - which fits in with the 
boat concept. Blue is also a good contrast to the 
orange colours that we have used for the Sun 
(Fig09). 
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10. Go to Render Globals, click on Global 
Illumination and check Enable Radiosity. Type 
should be set to Final Gather. Make sure you 
check Interpolated and Cache Radiosity. The 
Intensity should be fairly high - 250% is a 
good value. We use 60 Rays Per Evaluation, 
Tolerance of 0.1, Minimum Evaluation Spacing 
of 5mm, and a Minimum Pixel Spacing of 1.0. 
Leave the Indirect Bounces to 1 for the time 
being (FiglO). 




11. We should check the Camera Settings now, 
as they influence ‘render time verses quality’ 
as much as the Radiosity settings itself. The 
camera I used here is a Perspective Camera, 
with its Anti-aliasing Level set to 4. Adaptive 
Sampling should be checked, and the Threshold 
should be 0.1. 

If you want, you can use the Depth Of Field, 
too. Set the Focal Distance to 7.5m, because 
this way the stairway is in focus and sharp, 
whilst the rest of the scene which is out of focus 
becomes a little blurry. The Lens F-Stop should 
be set to 1.5, as this setting moves the point that 
is out of focus closer to the point that is in focus. 
The lower this value is, the more obvious the 
Depth Of Field will become (Figl 1). 

12. Again, make a test render. This is now 
starting to look really good (Figl2). 
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13. For my personal tastes, the scene is a bit 
to bright, here. You can correct this by making 
the Fill and Shadow lights less intense. An 
Intensity of 25% for both lights looks a little more 
interesting and realistic. Make a test render. 

If you assume that above the room there is 
another deck with a small roof, or some walls 
that block some of the sunlight, then this scene 
looks quite realistic and interesting now (Figl3). 



14. Depending on your personal tastes, if you 
would prefer the room to be lit brighter, then 
all you need to do is to go back to the Global 
Illumination panel and set the Indirect Bounces 
to a higher level - 3 or 4 are good values for 
quality, however be aware of the much longer 
render times when compared to level 1 (Fig14). 


15. The result is worth the wait. We got a very 
smoothly lit and warm looking room, just like 
sunlight on an afternoon shining in through a 
window - almost perfect (Figl5). 
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16. For almost every scene you render it is 
always a good idea to render another Ambient 
Occlusion Pass. This is done here by rendering 
a black and white image that is multiplied onto 
the normal render. In Material Editor, add 
the shader “SG_AmbOcc_Exp”* to all of your 
surfaces. You can leave all settings to the 
default value. Disable Radiosity for the render 
(Fig 16). 

*Note: SG_AmbOcc_Exp is a free Ambient 
Occlusion Plug-in that you can find and 
download via the great www.flay.com 
database. 



17. On our rendered image, all corners, edges, 
and other places that are hard to reach for light 
rays, are darker, and places where light could 
shine on freely appear white (Fig17). 

You can now use Photoshop, or any other 
Image Editor that supports layers, to add this 
Ambient Occlusion pass as a second layer to 
your normal render (I used Figl 5) and changed 
the Blending Mode to Multiply. Change the 
opacity of the layer to your requirements (e.g. 
70%). 



Layers ’ Channels ''t.Palhs \ 


I think our scene now looks very nice and very 
sunny this way. I now feel comfortable calling 
this scene complete (Figl8). 
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For your final render, you might want to choose 
slightly different settings in the Global Illumination 
settings. The settings for Rays Per Evaluation and 
Indirect Bounces can be set higher, and the other 
settings can be lower than what we used for our 
renders in this tutorial. This could dramatically 
increase render times, so you should change 
settings carefully until you have the quality you 
need! 


And finally, of course, also be sure to use higher 
Anti-aliasing settings (Camera Properties) to get a 
cleaner image. 


I hope you have enjoyed this tutorial. If you have 
any questions or suggestions, please feel free to 
drop me a line via my website, detailed below. 
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3D environment 
lighting 

1 % 

Apologies to all of our Maya readers this month; 
we are unable to bring to you the first part of the 
3D Environment Lighting Tutorial in this issue, but 
please don’t worry as we will be featuring the first 
TWO parts for Maya in the next issue of 
3DCreative Magazine!! 

‘3D Environment Lighting’ is our new 6-month tutorial 
series. Over the course of the next six months, this 
series will be detailing techniques on lighting an 
environment under a number of different conditions. 
Each month we will cover a step-by-step guide to 
setting up lights, aimed at portraying the scene in a 
specific manner. The various tutorials will be tailored 
to specific software packages and each will aim to 
show a comprehensive and effective way of lighting 
an interior of a ship that includes both natural and 
artificial light. These will include a sunny afternoon, 
sunset, moonlight, electric light, candle light, and 
finally a submerged submarine light. The schedule is 
as follows: 

Issue 023 July 2007 

Natural Exterior Lighting 
Sunny afternoon 

Issue 024 August 2007 

Natural Exterior Lighting 
Twilight 


Issue 025 September 2007 

Natural Exterior Lighting 
Moonlight 


Issue 026 October 2007 

Artificial interior lighting 
Electrical 


Issue 027 November 2007 

Artificial Interior Lighting 
Candlelight 


Issue 028 December 2007 

Artificial Exterior Lighting 
Underwater 
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‘3D Environment Lighting’ is our new 6-month tutorial 
series. Over the course of the next six months, this 
series will be detailing techniques on lighting an 
environment under a number of different conditions. 
Each month we will cover a step-by-step guide to 
setting up lights, aimed at portraying the scene in a 
specific manner. The various tutorials will be tailored 
to specific software packages and each will aim to 
show a comprehensive and effective way of lighting 
an interior of a ship that includes both natural and 
artificial light. These will include a sunny afternoon, 
sunset, moonlight, electric light, candle light, and 
finally a submerged submarine light. The schedule is 
as follows: 

Issue 023 July 2007 

Natural Exterior Lighting 
Sunny Afternoon 


Issue 024 August 2007 

Natural Exterior Lighting 
Twilight 


Issue 025 September 2007 

Natural Exterior lighting 
Moonlight 


Issue 026 October 2007 

Artificial Interior Lighting 
Electrical 


Issue 027 November 2007 

Artificial interior lighting 
Candlelight 


Issue 028 December 2007 

Artificial Exterior Lighting 
Underwater 


Enjoy... 

































Natural exterior 

LIGHTING 

part 1: Sunny Atternoon 

Welcome to the first part of this new set of 
tutorials. This month, we’ll take a look at how 
to set up “sunny afternoon” lighting for our 3D 
environment. Before we start, I suggest we find 
some good reference material for our project. 

In Google, simply Search Images for “sunny 
afternoon” to discover some pictures which will 
give you an idea as to how light behaves at this 
time of the day. Even better, why not just go 
outside and examine how the light is behaving 
in the real world? ... 



1. Let’s start by taking a look at our scene. 

Open the Ship Cabin_Part1_Starting.xsi 
scene (download can be found at the end of 
this tutorial; click on the Free Resources logo) 
(FigOI). 

Examining the 3D scene, we can see that there 
are three main light sources, marked in red in 
FigOI; the large opening in the ceiling, the small 
circular window, and the rectangular window on 
the back wall. We won’t consider the artificial 
lights in the scene, as they will be covered in 
following parts of the tutorial. 

2. If you try to render the scene now, you will 
notice that it’s all black, since there are no lights 
in the scene. So, let’s start creating the sunny 
afternoon light rig... Create a new Spot light and 
position it as shown in Fig02. Use the B short¬ 
cut key, with the light selected, to interactively 
change its cone (left-click the mouse on the 
cone to make it either bigger or smaller). 

3. Open the Spot’s property page and change 
its colour to a very bright yellow. Also change its 
Intensity to 2. Enable the Shadows option and 
set its Umbra value to 0 (Fig03). 
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4. Do a quick Render Region test to see what 
happens (Fig04). Now we have the main light 
source (the Sun) entering from the opening in 
the ceiling and casting shadows into the ship’s 
cabin. 


5. Switch to the Shadow Map tab in the Spot’s 
property page and enable the Use Shadow Map 
option. Click on the Use Shadow Map in the 
Region button and increase the Softness value 
as shown in Fig05. Refresh the Render Region 
again. 


Fig 06 


6. Now we need some more light in the back of 
the room, near the two small windows. Create a 
Point light and position it as shown in Fig06. 



yvww.3dcreativeiiriag.com 


Page 171 


Issue 023 July 2007 



































































































































7. Open the Point light’s property page, set the 
light Intensity to something like 0,3, and change 
its colour to the same bright yellow as before. 
Enable the Shadow Map just like we did for the 
Spot light earlier on (Fig07). 



8. Render the scene again. You should get 
something similar to Fig08. Now there’s also 
some light in the back of the room, but it’s 
still too dark. We need to use some indirect 
illumination to create bounces of light all over 
the room. 


9. Create a PolyMesh sphere that surrounds the 
whole scene (Fig09). Select the lower half of the 
sphere and delete it. Select all the remaining 
polygons (from the top of the sphere) and Invert 
them to make them pointing inwards. 


Fig 09 
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10. Open the Render Tree and create a new 
Constant type material. Change its colour to a 
very bright yellow and assign it to the Sphere in 
the scene (FiglO). 
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11. Open the Render Region property page, 
switch to the Final Gathering tab and enable 
it (Figll). Enable the Preview option to have 
a quick feedback while it is rendering the FG 
solution, and set the Accuracy to a low value 
(like 50) for the time being. Refresh the Render 
Region. Now there’s much more light than 
before, and the FG solution takes into account 
both of the lights and the Constant material we 
assigned to the outer sphere. 



Fig 12 


12. Increase the Bounces’ value in the Final 
Gathering property page and render again 


(Fig12). 
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Fig 13 


13. Set the Bounces to a higher value, like 20, 
change the Multiplier mode to HLS, and set the 
L (Light) value to something like 1,2. Render the 
scene again. Now there’s much more light all 
over the room (Figl 3). 



14. If you still want more light, increase the L 
value to 2 and render again (Figl4). 



15. Once you are happy with the lighting, it’s 
time to increase the overall quality of the render. 
We need to get the final image into Photoshop 
for the compositing task, so we should get 
everything set for the final render. Increase the 
quality of the Shadow Maps (for both lights) by 
increasing the Samples value (Figl5). 
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16. Select the floor object and use the 7 short¬ 
cut key to open up the Render Tree. Refresh the 
Render Tree to make it show the floor material. 
Double-click on the Phong node, switch to the 
Transparency/Reflection tab, and increase the 
Samples value for the Reflection. Render the 
scene again (Figl6). 



BBJ Load^ Save, 


Copy Options from Render— t 
View Render Options 

Aliasing Active Effects Optimization Shadows Motion Blur 
Photon Final Gathering Logged Messages Diagnostic Mode 
Paths 


Min Level _ _ ( -2 
Max Level 


©*o 


Wrefra 


Shading Samples . __ 

Pixel Samples ( 2 
Motion Samples _. ( 1 

Sample Jitter 

Use Same Sampling Pattern For All Frames 


fHBlrJ >ize X 


17. Now let’s take care of the Anti-Aliasing 
problem. Open the Rendering property page 
and switch to the Aliasing tab. Change the Filter 
type to Mitchell and set the Min/Max Values to 
-2 and 1 (Fig17). 


Fig 18 



18. Now we have to set up the final render. 
Later we will import it in Photoshop (or a 
similar 2D application) for post-production 
and compositing work. However, before we 
can do this, we need to improve some more 
parameters. Open the Final Gathering property 
page and increase the Accuracy as shown in 
Figl 8. Also, click on the Automatic Compute 
button to have some quick values for the 
Min/Max parameters. If you don’t like how the 
final FG solution looks, you will have to play a 
little with these two parameters to increase the 
quality. Render the scene again (this time it will 
take longer) and save the final rendered image. 
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Fig 19 


19. Now open up the Ship_Cabin_Starting.xsi 
scene (the one without lights). Open the Render 
Tree and create a new Constant material. Set its 
colour to pure black and assign it to everything 
in the scene. 


fl Render Tree 



20. Now open the XSI Explorer and change its 
scope to Passes (number 1 in Fig20). Double¬ 
click on Default Pass to open its property page 
(number 2 in Fig20). Switch to the Volume 
Shaders tab and click on the Add button. Select 
Volume Fog from the browser (number 3 in 
Fig20) and click OK. 


21. Open the Volume Fog parameters and copy 
the values from Fig21. Render the scene again 
and save the Fog pass as a picture. 
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Sow 


Volumic Settings 
O MapSizc. .. Q00_ 

O Reflectance.. IMO 
O Mr) Distance.. f 0 
O Focce volume Shadows 
O Transparent. 


22. Now open the scene with the lights (make 
sure that FG is disabled as we only need the 
direct illumination for this task). Select the Spot 
light from the Explorer, switch to Render mode 
and assign a Volumetric property to the Spot 
(Fig22). Copy the parameters which are shown 
in Fig22 and render the Volume light pass. 
Save it as a picture and import everything into 
Photoshop, or a similar 2D software. 



23. Open the final rendered image. Duplicate 
the original layer, name it “B&W Copy”, and 
desaturate it (Fig23). 



24. Adjust the image Levels until you 
exaggerate the areas with more light (Fig24). 
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26. Now import the Fog pass and put it above all 
the rest. Change its blending mode to Soft Light 
and its Fill to about 80%. If you want, you can 
colourize it slightly to make it warmer (Fig26). 



RenderQl.bmp @ 100% (Fog layer, RGB/8) 


27. Import the Volume pass and put it above all 
the rest. Set its blending mode to Screen and 
decrease its Fill to 42%. Colourize it to make it 
warmer and more blended with the rest of the 
picture (Fig27). 

If you want you can adjust the Exposure of 
the image to make it darker or brighter - it’s up 
to you and the mood you want to give to your 
render. 
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